RCH  1961 


WITH    WHICH   IS    INCORPORATED   INTERNATIONAL  STUDIO 


AMERICAN  EDITION 


TWO  DOLLARS 


JEAN  BAPTISTE  MONNOYER  (1636-1699).  ONE  OF  A  PAIR  OP  OVAl   FLOWER  PAINTINGS, 
31 J  X  25i  INCHES.  FROM  A  WELL-KNOWN  PRIVATE  COLLECTION,  SEE  ALSO  PACE  43- 
//;  the  possession  of  Messrs.  Ft  ;  &  Reed  Ltd.,  41  New  Bond  Street,  Loudon,  W.i  tnd  to  Clare  Street,  Bristol. 


CHRISTIE'S 

will  offer  at  auction  on  Monday,  20th  February 

FINE  ENGLISH  AND  CONTINENTAL  PORCELAIN  AND  FAIENCE 
and  NEAR  EASTERN  AND  SPANISH  POTTERY 

the  property  of 

COLONEL  JOSEPH  WELD,  O.B.E.,  T.D. 
Mrs.  ANONA  LAW      Miss  E.  MEYNELL      M.  R.  HARRIS,  Esq.  - 
The  late  Mrs.  VIOLET  MARGARET*  SPEYER 

and  others 


v 


a: 


Meissen  figure  of  a  peasant  -  5£ 
inches  high  -  modelled  by  J.  J. 
Kaendler,  circa  1740. 


Meissen  group  of  Empress  Elizabeth 
of  Russia  on  horseback  with  Negro 
page  -  9'i  inches  high  -  modelled  by 
J.  J.  Kaendler,  circa  1745. 


An  Ottweiler  figure  -  8|  inches  high 
-  modelled  by  Paul  Louis  Cyffle,  after 
a  Vincennes  original,  circa  1766. 


Illustrated  Catalogues  (9  plates)  5s.  Od.  post  free.  Plain  Catalogues  6d.  post  free 


CHRISTIE,  MANSON  &  WOODS,  LTD. 

8  King  Street,  St.  James's,  London,  S.W.I 


Telephone:  Trafalgar  9060 


Telegrams:  christiart  piccy  London 


iogh  Le  Sisserand  1SS4 
C  17  inches 


March : 
April : 
May  -  June: 
June  -  July: 


Marlborough  Fine  Art  Limited 

39  Old  Bond  Street  London  Wi  Hyde  Park  6195-6 

Cables  Bondarto 

1805 do 


Marlborough 


A  selection  from  our  exhibition  of 

nineteenth  and  twentieth-century  Watercolours,  Drawings 
and  Sculpture  opening  20th  February 


ArmitagC  Signac  Auxerre  tgoj 

BaCOIl  6fx  f  inches 

Chadwick 
Oskar  Kokoschka 
Henry  Moore 
Pasmorc 
Rebcyrollc 
Sutherland 


Sole  agents  for  the  Estate  of  Jackson  Pollock 
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SOTHEBY'S 


Founded  1744 


announce  the  Sale  on  Tuesday,  28th  February,  of 

IMPORTANT  EUROPEAN  POTTERY  AND  PORCELAIN 

the  property  of 

MR.  AND  MRS.  ARTHUR  BULL 

(From  the  collection  of  the  late 

SIR  OTTO  BEIT) 

and  other  owners 


A  Meissen  figure  of  a  Cockerel 
by  J.  J.  Kaendler,  mounted  in 
ormolu  as  a  clock,  13£  inches. 


A  dish  from  a  Strasbourg  faience  dinner  service, 
period  of  Paul  Hannong,  c.  1750. 


A  pair  of  Chantilly  'Magot' 
figures.  7]  inches  deep. 


Illustrated  Catalogue  (25  plates,  2  in  colour)  14s.  Od. 
Plain  Catalogue  6d.  Post  free 


SOTHEBY  &  CO.,  34  &  35  NEW  BOND  STREET,  LONDON,  W.l 

Telephone:  Hyde  Park  6545  Telegrams:  Abinitio,  Wesdo,  London 

AMERICAN  REPRESENTATIVES:  SOTHEBY'S  OF  LONDON  LTD..  717  Fifth  Avenue,  New  York  22 
Telephone:  Plaza  8-2891  Telegrams:  Abinitio,  New  York 


SOTHEBY'S 

Founded  1 744 

announce  the  Sale  on  Tuesday,  21st  February,  of 


THE  WELL-KNOWN  COLLECTIO 
OF  IMPORTANT  JADE  CARVINC 
FINE  CLOISONNE  &  AMBER 
.    (Part  II)  * 

the  property  of  the  late  T.  B.  KITSON,  Esq. 


Ibove) 

Spinach  green  jade  carved 
ridal  Bowl.  16£  inches  wide, 
inches  high.  K'ang  Hsi. 


ielow) 

>  cloisonne  Picnic  Box  and 
over.  8  inches  diameter, 
h'ien  Lung. 


Illustrated  Catalogue 
(24  plates,  J  in  colour)  JO 

Plain  Catalogue  6d. 
Post  free. 


(Left) 

A  Ming  cloisonne  Box, 
mid-1 6th  century,  15^  inches 
by  12£  inches. 


(Below) 

A  Ming  15th  century 

cloisonne  bowl.  Six  Character 

mark  of  Ching  T'ai. 

4  inches  high, 

8i  inches  diameter. 


SOTHEBY  &  CO.,  34  &  35  NEW  BOND  STREET,  LONDON,  W.l 

Telephone:  Hyde  Park  6545  Telegrams:  Abinitio,  Wesdo,  London 


AMERICAN  REPRESENTATIVES:  SOTHEBY'S  OF  LONDON  LTD.,  717  Fifth  Avenue,  New  York  22 
Telephone:  Plaza  8-2891  Telegrams:  Abinitio,  New  York 


1 8th  Century  Silver  A  garniture  of  candelabra  and  candlesticks  comprising 
a  pair  of  George  II  candelabra  made  in  1756  by  William  Cafe,  Landau.  Height  l(i\", 
and  a  set  of  four  George  II  candlesticks  made  in  1754  by  William  Shaw,  London.  Total  w  eight  250.30  ounces. 

ASPREY     &     COMPANY    LIMITED      •     1  65/169    NEW    BOND    STREET      •     LONDON     ■    W  1 


v 


WILLIAM  WALTER  (Antiques)  LTD. 


(Office  on  right  hand  of  entrance  to  London  Silver  Vaults) 


LONDON  SILVER  VAULTS 
CHANCERY  HOUSE 
CHANCERY  LANE 
LONDON  W.C.2 

Telephone:  Telegrams: 

Chancery  3248      Walter  Silvavults  London 

ANTIQUE  SILVER 


QUEEN  ANNE  TAZZA 

Made  by  Humphrey  Payne  of  London, 
date    1706.   With   fine   marks  and 
contemporary  Coat  of  Arms. 

Diameter  9^  inches.  Height  3  inches. 
Weight  21  ounces. 

Full  details  available  on  application. 


J.  HAIM 

&  Company 

Tel:  MAI 'fair  6300 

31  Brook  Street 
London,  Wi 


FINE  OLD 
AUBUSSON  RUG 


Also  large  stock 
Fine  Aubusson  Carpets  and  Rugs 
of  various  sizes 

Specialists  in  Fine  Quality 
PLAIN  WILTON  CARPETS 
pastel  shades 


THE  CONNOISSEUR.  March,  1961 


VI 


Itv  Appointment 
\viio_uaries  op  Chinese  Aki 

TO  THE  LATE  QlFHN  MaRV 


By  Appointmf.n  i 
Vnhqlakifs  of  Chinese  Works  of  Art 
io  H.M.  the  Kino  of  Sweden 


JOHN  SPARKS 

LIMITED 

Cljmcae  Moth*  of  &rt 


A  Chinese  porcelain  model  of  a  King  Charles  Spaniel 
with  the  coat  markings  in  coral  and  white 

CH'IEN  LUNG  PERIOD:  A  D.  1736-1795. 
Length  9  inches.  Height  6J  inches. 


128   MOUNT   STREET,   LONDON,  W.  1 


GROsvenor  2265 


THE    LEFEVRE  GALLERY 


XIX  and  XX 
CENTURY 
FRENCH  PAINTINGS 


Telephone: 
Mayfair  2250 


L'Aliee  des  peupliers  a  Moret 

Dated  '88  Oil  Painting 

by 

Sisley 

Size  23\  inches  by  32  inches 


30    BRUTON    STREET,    LONDON,  W.I 


Cables: 
Drawings,  London 


MEISSEN,  c.  1740 

Painted  with  purple  monochrome  shipping  and  harbour  scenes  in  reserves  on  a 
canary  yellow  ground,  the  latter  enriched  with  purple  flowers.  5?  inches  diameter. 


/  Members  of  The  British  Antique  Dealers  Assn 


Members  of  The  British  Antique  Dealers  Assn. 

156  BROMPTON  ROAD,  LONDON,  S.W.3 

Cables:  PORCELIQUE  LONDON     Telephones:  KENsington  5272  &  3793 


DAVID  BLACK  &  SONS 

i   im  h  i.i \«;  ro\  gardens 

NEW    BOND    STREET.     W.  1 


have  on  exhibition  and  for  sale  one  of 
the  most  carefully  chosen  collections  of 
Antique  English  and  Continental  Silver, 
Objets  de  Vertu  and  fine  Works  of  Art 
in  Great  Britain  and  America. 

We  are  always  desirous  of  purchasing 
for  cash   any  of  the  aforementioned 
Works  of  Art. 

•jf  We  especially  wish  to  purchase  West 
African,  Inca  and  Mexican  Primitive 
Sculpture  and  Works  of  Art  in  Gold, 
Ivory,  Bronze,  viz.  Figures,  Busts 
and  Masks. 


Telegraphic  Address: 
'DAVIBLACK,  LONDON" 


Telephone: 
HYDE  PARK  3851 
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23  GRAFTON  STREET  LONDON  WX. 


LOUIS    XVI    SECRETAIRE,    STAMPED    F.  RUBSTUCK 

height  4  ft.  8  in.,  width  3  ft.  o.J  in.,  depth  1  ft.  4i  in. 


TELEPHONE   HYDE   PARK  0444 


ESTABLISHED  1884 

Members  of  The  Urilish  Antique  Dealers'  Association  Ltd, 


TELEGRAMS  BLAIRTIQUE,  PICCY,  LONDON 


Members  of  The 
British  Antique  Dealers  Association 


DENYS  WREY  Ltd. 

45  SLOANE  STREET,  LONDON  S.W.I 


Telephone: 
BELgravia  1813  4 


Period  Furniture 

Works  of  Art 

Expert  Restoration 
of  Antiques 


A  very  beautiful  pair  of  late  18th 
Century  Russian  twin  light  cut 
glass  Candelabra,  the  bulb  shaped 
stems  being  of  sea  green  glass;  on 
marble  pillars  with  ormolu  bases; 
height  29  inches,  spread  16  inches. 


WE  ARE  ALWAYS  ANXIOUS  TO  BUY 
FINE   ENGLISH  ANTIQUE  FURNITURE 


Grosvenor  Gallery 

15  Davies  Street      London  W.1 


Tel.:  Mayfair  2782     Hyde  Park  3314     Cable  address:  Sevenartz  London 


e.l.t.  mesens 

collages 


february  7-28 

Open  Daily  .  10.00  -  6.00 
Saturday        9.30  -  1.00 


also  works  by 

Kokoschka 

Morandi 

Kirchner 

Moore 

Sironi 

Nicholson 

Boccioni 

Severini 

de  Chirico 

Kandinsky 

Lissitsky 

Permeke 
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THOMAS  LUA4LEY  ltd. 


3  BURY  STREET,  ST.  JAMES'S 

LONDON,  S.W.I  WHITEHALL  4732 


A  SET  OF  FOUR  DUTCH  SILVER  BEAKERS 
BY  HARMANUS  VAN  EYCK       AMSTERDAM  1669 


Given  to  the  Rev.  Thomas  Brooks  one  of  the  Founders  of  the  Nonconformist  Churches 


An  exceptionally  fine  quality  silver  gilt  Tankard 
by  Hans  Mem.  Augsburg  c.  1580 
Height  7  inches 


'PALAZZO  DUCALE  WITH  VIEW  OF  ISOLA  S.  GIORGIO'  by  FRANCESCO  GUARDI 

Canvas:  21 J  x  28|  inches  (54  x  73  cm.) 


SACERDOTI 

VIA    S.  ANDREA  17 

MILAN,  ITALY 


PRIDES  of 
LONDON  LTD 

Members  of  The  British  Antique  Dealers'  Association  Ltd. 

Tel:  BELgravia  3080 


An  important  Chippen- 
dale mahogany  reading 
table  in  the  French  taste 
(the  top  adjustable  on  two 
sides,  with  one  long 
drawer  and  two  slides 
with  brass  candle  trays) 
supported  on  cabriole  legs 
with  scrolled  toes. 
2  ft.  8  in.  wide. 


179/180  SLOANE  STREET,  S.W.I 


ILLUSTRATED  BROCHURE  SENT  ON  REQUEST 


Reval  c.  1680 
hy  Daniel  Otto 
1 2 \  inches  overall 
2<Si  ounce- 


1  be  Grafton  Street,  W.i 

Telephone:  Hyde  Park  1597 
Antique  English  and  Continental  Silver  ■  Old  Sheffield  Plate 


DUITS 


1  1 1> 


Finest  examples 
of 

ijth  century  Dutch  Masters 


b  DUKH  STREET 

ST.    [AMES'S,   LONDON,   S  .W.  i 

Telephone  :    Whitehall  7440 
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WILLIAM    CLAYTON  LTD 

FINE  CHINESE  JADE  CARVINGS,  PORCELAIN  AND  ORIENTAL  WORKS  OF  ART 

■■■HI^HBMlHHHHHHHHBHHiHH^^HHBHHHS^H^^HIHIHHiHHBHHH^H^HHRRffHHIl 


Exceptionally  fine  and  important  model  of  a  Bactrian  Camel  with  head  in  air,  so  ft  cream  gkze  mottled  with  green  and  Ugh  bro  n  Th 
camel  is  loaded  with  its  pack,  the  covering  of  which  is  in  the  shape  of  an  animal's  head  The  modelling  of  th.s  potter)  camel  I  supe.b  in 
every  detail,  a  similar  specimen  is  exhibited  in  the  Rritish  Museum.  Height  3t  inches,  length  24  inches.  T  ang  period  A.D.  618-  907. 

38  BURY  STREET,  ST.  JAMES'S,  LONDON,  S.W.I 


TELEGRAMS:  WILCLAYTON,  LONDON 


WHITEHALL  1173 


An  interesting  Sheraton  satinwood  secretaire  with  a  painted  design  of  husks,  the  mahogany 
panels  on  the  doors  having  a  design  of  painted  urns,  and  on  the  cornice  are  carved  ivory  paterae. 

Length  49"      Maximum  Height  972"     Depth  24]" 


BY  APPOINTMENT  ANTIQUE  DEALERS  TO  THE  LATE  QUEEN  MARY 

MALLETT 

MALLETT  &  SON  (ANTIQUES  LTD),  40  NEW  BOND  STREET,  LONDON  W.l.  TELEPHONE  MAYFAIR  4527  and  6738/9 
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JOHN  MITCHELL  &  SON 

(JOHN  MITCHELL) 

FINE  PAINTINGS  . 


Canvas  32£  x  38  inches 

LANDSCAPE  OF  THE  EARLY  SUFFOLK  PERIOD 

by 

THOMAS  GAINSBOROUGH,  R.A. 

From  the  collection  of  Benjamin  Gibbons  of  Boddington  Manor 
(a  direct  descendant  of  the  artist's  sister) 

8  NEW  BOND  STREET,  LONDON  Wl 

Telephone:  HYDe  park  7567  Cables:  Jonmit,  London 


Flemish  early  10th  century  oak  Chest 
with  can  ed  panelled  front  and  linen  fold 
panelled  sides. 


aninq 

OF   MOUNT  STREET  LTD  I 
LONDON 


n2  Mount  Street 


Telephone:  Grosvenor  28  0  LONDON  W.i  Cables:  BARCRO,  London 


For  Milady's  Bedroom 
A  small  white  Marble  Mantelpiece  of  the  beginning  of 
the  19th  century.  The  inlay  is  in  soft  colours,  pre- 
dominantly pale  blue  (which  appears  white  in  the 
illustration)  with  mauve. 

flratt  &  purges^ 

LIMITED 

Members  of  The  British  Antique  Dealers  Association 

MELTON  COURT 
7  OLD  BROMPTON  ROAD  LONDON,  S.W.7 

Kensington  8501 

OLD  ENGLISH  FURNITURE 
CHIMNEY  PIECES 


Pratt  and  burgess  now  have  a  remarkable  collection  of 
mantelpieces  of  the  eighteenth  century  periods,  in  carved 
marble  and  wood,  suitable  for  the  smaller  country  house. 


KNOEDLER 


Established  1846 


Old  and  Contemporary  Masters 


LONDON 

34  St.  James's  Street 
*S.W.i 


NEW  YORK 

14  East  57th  Street 
N.Y.22 


PARIS 

22  Rue  des  Capucin^ 
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WALTER  H.  WILLSON  LTD 


A  set  of  three  Queen  Anne  Casters 
by  Charles  Adam,  London  1713 
7  inches  and  5  J  inches 


NEW  SILVER  SPOONS  AND  FORKS 
On  application  we  shall  be  pleased  to  send  particulars  of  our 
hand-forged  services  in  traditional  English  patterns 


15  KING  STREET  •  ST.  JAMES'S  •  LONDON  S.W.i 


WHITEHALL  6463 


AUWIABRO  •  P1CCY  •  LONDON 


904  North  Michigan  Avenue,  Chicago,  111.,  U.S.A. 


XXI 


DELOMOSNE  &  SON  Limited 


(Members  of  The  British  Antique  Dealers'  Association  Ltd.) 


3frt£rtj  <§\n$& 

OLD  ENGLISH 

AND 
CONTINENTAL 
CHINA 

FURNITURE 

NEEDLEWORK 


A  fine  large  pair  of  Ships 
Decanters  with  bull's-eye 
stoppers.  Diameter  of  bases 
7^  inches.  Circa  1800. 


4  CAMPDEN  HILL  ROAD,  KENSINGTON,  W.8 


Telephone:  WEStern  1804 


(Two  minutes  from  High  St.  Station) 


Cablegrams:  DELOMOSNE,  LONDON 


MARTIN  &  Co.  Ltd.  of  CHELTENHAM 

GOLDSMITHS  AND  SILVERSMITHS  SINCE  1806 
Promenade  CHELTENHAM  Telephone  2821 


George  III 
Tea  Caddy  1796 
by  Henry  Chawner 

George  I  Tankard  1721 
by  George  Wickes 

Charles  II 
Porringer  1674 
by  W.W. 
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HY  APPOINTMENT 
TO  H.M.  QUEEN  ELIZABETH 
THE  QUEEN  MOTHER 
FINE  ART  DEALERS 


partners: 

oscar  e.  johnson 
h.  p.  j.  leocatt 

a.  e.  francis 
p.  a.  b.  johnson 


BY  APPOINTMENT 
TO  THE  LATE 
QUEEN  MARY 
FINE  ART  DEALERS 


Huntsmen  and  Hounds 
oil  painting  by 

J.  N.  SARTORIUS 

signed  and  dated  1807 
canvas  size  19^  x  26^  inches 


LEGGATT  BROTHERS 

ESTABLISHED  1820 


30  ST.  JAMES'S  STREET,  LONDON,  S.W.i 

Telephones:  Whitehall  3772  ana1  3252  Cables:  Leggabros,  Piccy,  London 


Mann  &  Fleming 
(Antiques)  Ltd* 

Members  of  The  British  Antique  Dealers'  Association  Ltd. 


Small  1 8th  Century  satinwood 
decorated  Bonheur-du-jour 
29  inches 

ANTIQUES 
DECORATIONS 

120B  MOUNT  STREET 
LONDON,  W.l 

GROsvenor  2770 


SUPERB  ENAMEL  MINIATURE  of  James  Crosse  of 
Knowle.  by  the  famous  Miniaturist  RICHARD  CROSSE, 
his  brother. 

He  has  white  powdered  hair,  knotted  cravat  and  a  rich 
bluecoat.  collar  in  pink,  pale  grey  background.  4  inches. 
Date  circa  1770. 

THIS  IS  WITHOUT  EXCEPTION  THE  FINEST  ENAMEL 
BY  THIS  ARTIST  EVER  TO  COME  TO  LIGHT. 

(Formerly  belonged  to  a  descendant  of  the  Artist 
Rkhard  Crosse) 


In  addition  we  have  several  other  superb  miniatures  by 
this  artist  from  the  same  collection,  including  a  large 
self  portrait  and  a  magnificent  one  of  The  Marchioness 
of  Salisbury. 


CHARLES 
WOOLLETT  &  SON 


(M<-raber-i  of  The  B.A.D.A.  Ltd.) 


Established  1889 


Telephone  :  Welbeck  8664 


59-61  WIGMORE  STREET 
LONDON,  W.l 
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BY  APPOINTMENT  TO 
HER  MAJESTY  THE  QUEEN 
COLDSMITHS  &  CROWN  JEWELLERS, 
GARRARD  &  CO.  LTD.,  LONDON 


Pair  of  Candlesticks, 

height  8 \  inches,  engraved 
monogram. 

date  :  William  and  Mary  1 694 


Tankard  and  Cover, 

height  6£  inches. 

date  :  William  and  Mary  1 690 

maker:  I.S.  (Jackson 

2nd  edition  page  142) 


Garrard  &  Co.  maintain  one  of  the  most  interesting  collections  of  antique 
silver,  jewellery,  and  clocks  in  London.  The  connoisseur  will  find  much  to 
interest  him  at  "112". 

GARRARD  &  CO.  LTD. 

Crown  Jewellers 

112  REGENT  STREET    •    LONDON    ■    W.l    •    TELEPHONE:  REGENT  3021   (11  lines) 


XXV 


Rare  William  and  Mary   Walnut  Display- 
Cabinet.  Lovely  colour  and  original  fittings. 
42      23^  '  83  inches  high. 


QUINNEYS  Ltd. 

WALTER  NEEDHAM 


CHARLES  I  GALLERIES 
and  ST.  MICHAEL  S  RECTORY 

49-61  BRIDGE  STREET  ROW 
CHESTER 


Telephone: 
Chester  22836 
and  23632 


Cable  Address 1 
'Needinc',  Chester 


{/-Inticfue 
(2)  ilver 


HICKLENTON  &  PHILLIPS 
90  CHEAPSIDE,  London  E.C.2 

Member  of  The  British  Antique  Dealers'  Association  Ltd. 


Antiques,  Furniture 

and  Works  of  Art 

PACKED  & 

SHIPPED 

to  all  parts  of  the  World 

OVERSEAS  HOUSEHOLD  REMOVALS 

GANDER  &  WHITE  LTD. 

Head  Office: 

25  CHEVAL  PLACE,  BROMPTON  ROAD,  LONDON  S.W.7 


Telephone: 

KNIghtsbridge 

0646-8 


'Happy  and  kumfi 
I  shall  be 
Gander  &  White 
him  packee  me' 


Packing 
Warehouse: 

Empress  Place,  Lillie  Road,  S.W.6.    Telephone:  FULham  0309 
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FROST  &  REED  IF 


UNDER  TEN  REIGNS 


A  Peacock,  Ducks,  Hens,  Doves  and  Pheasants  l>\  a  pool 

by 

PIETER  CASTEELS 

( 1 684—1  749) 

Signed  and  dated  1727 
3  7i  x  C£  inches 


41  New  Bond  Street 
London,  W.  i 

Mayfair  2457 


10  Clare  Street 
Bristol 

Bristol  26238 


9 


STADTWALDGURTEL  32 


COLOGNE 


(Illustrated  catalogue  free  on  request) 


ANDRIES  VERMEULEN 


(1763-1814) 


Telephone : 
EASTBOURNE  780 

Cables: 
ANTIQUITY,  Eastbourne 


A  fine  large 
FRUIT  BOWL 
brilliantly  painted  with 
four  bold  flower  sprays 

Crossed  swords  mark 

Circa  1750 

Diameter  1 1  inches 

Mint  condition 


Colour  films 

on  request 


milxtb  Militant*  (antiques) 

38  SOUTH  STREET,  EASTBOURNE,  SUSSEX 


XXIX 


LONDON 

1 8  Leather  Lane  E.C.  1 
Holborn  4633 


I.  FREEMAN  &  SON  LTD. 


NEW  YORK 

12  East  52nd  Street 
Plaza  9-6900 


Pair  of  George  III  Silver  4-light  Candelabra,  London  1818, 
by  PAUL  STORR.  Height  25  inches.  Weight  472  ounces. 


George  III  Silver  9-light  Candelabrum,  London  1827,  by 
JOHN  BRIDGES.  Overall  height  40  inches.  Convertible  to 
j-light,  25  inches  high.  Weight  734  ounces. 


G.  N.  DAWNAY 

(Fine  Arts) 

Specialist  in  the 
Finest  and  Rarest  in 
English  and  Welsh  Ceramics 


108  Penylan  Road,  CARDIFF 

Telephone:  Cardiff  36888 


Private  residence 
By  appointment 


RALPH  GOX 


M// 


One  of  a  pair 

of  covered  Beakers 

depicting  the 

Feast  of  Bacchus 

Height  6i  inches 

Patinated  bronze  and  gilt 

18th  Century 


Telephone 
22463 


A.  FREDERICKS 

(CHELSEA)  LTD 

26C-267  Fulham  Road 
London  SW3 

Flaxman  2188 


Wish  to  Purchase 
Eighteenth  Century  English  Furniture 
for  the  Home  and  Export  Markets 


THE  CONNOISSEUR  March,  ip6r 


GEORGE  ROMNEY  :  Emma  {Lady  Hamilton) 
Canvas  30  X  25  inches 
(see  note  on  page  51  of  this  issue 


THE  PULITZER  GALLERY 

S  KENSINGTON  HIGH  STREET,  LONDON,  W.8,  ENGLAND 

TELEPHONE:  WESTERN  2647  CABLES:  PULITZART,  LONDON 


XXXI 


THE  FINEST 
COLLECTION 
OF  ANTIQUE 
PEWTER 
IN  THE 
COUNTRY 


ffl\t  <PU>  Bttottr  Mop 


{CHARLES  CASIMIR) 


Member  of  The  British  Antique  Dealers'  Association  Ltd. 


142  BROMPTON  ROAD,  LONDON,  S.W.3    Tel:  Kensington  7370 


EARLY  OAK 
FURNITURE, 
ANTIQUE  BRASS 
CHANDELIERS 
AND  FENDERS 
ALWAYS  IN 
STOCK 


SPECIALLY  WANTED  TO  PURCHASE  -  OAK  DRESSER  -  ALSO  ANTIQUE  PEWTER 


The 

House  of  Perez 

Internationally 
Famous  Jor  Fine  Carpets 


A  FINE  ANTIQUE  SILK  HERIZ 
5  it .  4  in.  X  4  ft-  6  in. 
Ref.  No.  50255 


Perez  (London)  Ltd. 

Member  of  the  B.A.D.A. 

112  and  168  BROMPTON  ROAD 
LONDON,  S.W.3 

Telephones:  KENsington  9878,  9774  &  1917  (112  only) 
Also  GLASGOW,  BRISTOL  &  AMSTERDAM 
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BY  APPOINTMENT 
DEALERS  IN  ANTIQUE  FURNITURE  AND  WORKS  OF  ART 
TO  THE  LATE  QUEEN  MARY 


M.  Harris  &  Sons 


ESTABLISHED  1868 


A  very  important  Chippendale  mahogany  breakfront  bookcase  of  excellent  proportions. 

Width  14  ft.,  height  9  ft.  4  in. 


44/52  New  Oxford  Street,  London  W.C.i 

Telephones:  Museum  2121,  2122  Telegrams:  Artisonne  Phone  London 


O'HANA  GALLERY 


13  CARLOS  PLACE 
GROSVENOR  SQUARE 
LONDON,  W.l 


Grosvenor  1562 


PAINTINGS  AND  SCULPTURE 


OF  THE 


19th  &  20th  CENTURIES 


Maillol    Jeune  fille  debout 
Vollard  Edition    Height  26\  inches 


Elegant  Homes  deserve 

LAMPS  &  SHADES 

NITA  MILLER 

Lampshades  made  to  order  quickly  and  efficiently  by  highly  skilled  needlewomen  in  our  own  workroom. 
Designers  Nita  and  Lyn  Miller  offer  expert  advice  on  colour,  size  and  style. 

NITA  MILLER    63A  GROSVENOR  STREET    LONDON  Wl     MAYFAIR  0951 
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TREVOR-ANTIQUES  of  BRIGHTON 

15  SHIP  STREET,   BRIGHTON   I,  SUSSEX 


Fine  Sheraton  semi-elliptical  Commode  in  mahogany 
handed  with  satinwood  and  tulip  wood. 

Width  4  ft.  Height  2  ft.  10  in.  Depth  1  ft.  11]  in. 


Member  of  The  British  Antique 
Dealers'  Association  Ltd. 


Telephone:  BRIGHTON  26712 
Oblei  S.  Telegrams:  TREMAR,  BRIGHTON 


BIGGS 


TEL.  (3  LINES) 
223,  963-964 


MAIDENHEAD 


Members  of  The  British  Antique  Dealers'  Association  Ltd. 


Rare  Chippendale  glazed  china  cabinet  decorated  with  English 
black  and  gold  lacquer  in  the  Chinese  manner.  Circa  1760. 
Height  6  ft.,  depth  1  ft.  3^  in.,  width  3  ft.  7  in. 


Six  Showrooms  of  Antique  Furniture  iiud  Silver 
Open  all  day  on  Saturdays 

26,  28,  30,  32 
HIGH  STREET,  MAIDENHEAD 
BERKSHIRE 

ESTABLISHED  1866 
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Dalitha 
by 

SIR  WILLIAM  RUSSELL  FLINT,  r.a. 

Drawing  size:  13  X  24  inches 
Mounted  and  framed  size:  27 J  X  36£  inches 


M.  NEWMAN  LTD 

Established  1870  Members  of  The  British  Antique  Dealers'  Association  Ltd 

43a  Duke  Street,  St.  James's,  and  1/3  Ryder  Street,  London,  S.W.I 

TtUphon,:  WHhthM  6068/9  T.Upaphu  Add,,*:  NEWPIC,  PICCY,  LONDON 
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Who  are  t o day  s patrons? 


TODAY,  many  of  the  chief  patrons  of  the  Arts  are  leading 
men  in  industry  and  commerce.  They  are  important 
collectors  of  fine  things  either  for  themselves  or  for  their  offices 
and  they  are  in  the  happy  position  of  being  able  to  buy  what 
they  admire.  They  appreciate  too  that  a  fine  work  of  art  is  an 
investment  that  will  keep  its  value. 

Make  certain,  therefore,  that  your  announcements  appear 
regularly  in  the  pages  of  the  fixanclvl  times.  You  can  be 
certain  that  a  large  and  influential  audience  will  see  them. 

the  financial  times  caters  for  all  who  are  interested  in  the  world  of 
art.  Denys  Sutton,  the  well-known  authority,  is  a  regular  contributor  to 
its  pages. 


Connoisseurs  who  mean  business  for  you  —  read 

THE  FINANCIAL  TIMES 

every  day 

SIDNEY   HENSCHEL.   ADVERTISEMENT   DIRECTOR.   BRACKEN  HOUSE,    10  CANNON   STREET.  LONDON,  EC4 
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BERT  CROWTHER 


Only  Address: 

SYON  LODGE,  BUSCH  CORNER,  ISLEWORTH,  MIDDX 

Telephone:  ISLEWORTH  7978/9 


SYDNEY  L.  MOSS 

Fine  Old  Chinese  Ceramics 
and  Works  of  Art 


An  elegant  Pair  of  Chinese  porcelain  square  sided 
\  ases,  decorated  with  the  eight  Taoist  Immortals 
in  the  Chinese  taste,  in  Famille  Rose  enamels. 
Early  Ch*ien  Lung  Period.  Circa  A.D.  1740. 
Height  1  U  inches. 
In  perfect  state. 


Established  1910 


MAYfair  4670 


81  DAVIES  STREET 
LONDON,  W.I 


Important 

Sheraton  Mahogany 
Brcakfront  Bookcase 
of  outstanding 
quality  and 
attractive  design 

WIDTH  io*  3*  HEIGHT  9'  5* 


Valuations  for  Insurance  and  Probate 

MAPLE  &  CO.  LTD. 

TOTTENHAM  COURT  ROAD,  LONDON  W.l.    TEL:  EUS.  7000 
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LTD. 


138  REGENT  STREET,  LONDON,  W.l 

AND  AT  LLANDUDNO 

THREE  CHARMING  18th  CENTURY  EXAMPLES  OF  AGATES  OF  COLOUR  IN  CHASED  GOLD  CAGEWORK  MOUNTS 


A  honey  coloured  Agate  snuff  box. 


Two  e^uis,  one  in  striated  brown  stone,  the  other  in  a  blue-grey  tone, 
both  with  diamond  push  pieces  and  fitted  with  gold  mounted  implements. 

Member  of  The  British  Antique  Dealers'  Association  Ltd. 


\.  BLOOM  &  SOX  LTD 


15  \ORTO\  FOLGATE  BISHOPSGATE 
IOXDOX  E.l         PBO\E:  BIS.  1587 


DEALERS  IN  FINE  ANTIQUE  SILVER 
ESTABLISHED  IN  THE  CITY  FOR  NEARLY  FIFTY  YEARS 


GEORGE  n  CAKE  BASKET 

1730  by  david  willaume  Junior 
Unusually  large  size  and  fine  quality 
15  inches  long  by  13  inches  wide 
weight  86  ounces 


BLAISE  PRESTON  LTD. 

Old  Master  Painting-* 


KLAES  MOLENAER 
1630-1676 
•      Panel  141  ■   12  inches 

152  HIGH  STREET  NORTH,  DUNSTABLE.  BEDS. 

(Ml  or  AS  -  London  32  miles)  Tel:  Dunstable  62595 


HENRY  SPENCER 

seesss^  &  SONS  — — = 

ESTABLISHED  1*40 

Eric  C.  Spencer.  M.B.E.,  M.A.  (Cantab),  F.R.I.CS..  F_AJ. 
Rupert  W.  Spencer,  M.A.  (.Cantab),  F.AJ. 
H.  Michael  Spencer,  F.RJ.C.S.,  F.AJ. 
I .  -VI.  Se>niour.    W.  E.  Peck,  F.A.I.    Harry  C.  P.  Spencer.  A.A.I. 

of  RETFORD,  Nottinghamshire 

Sales  by  Auction 
of  the  Contents  of  Mansions  and  Country  Houses 

Sales  of  Landed  Estates  and  Properties 


20  The  Square,  RETFORD,  Notts. 

Telephone:  n  1-2 

4  Paradise  Street,  SHEFFIELD  i 

Telephone:  2c2o6  (2  lines) 

91  Bridge  Street,  WORKSOP,  Notts. 

Telephone:  3J47-9 


VALUATIONS  FOR  ALL  PURPOSES 


-  -X-X-X ->x-»v  -■.x-XX"X-X~X->  -X-w*XX-X-X-X-  - 
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CONNOISSEUR  REGISTER 

Public  school  boy  anxious  to  enter  Antique  business.  Requires  a 
position  with  a  view  to  learning  profession.  Box  No.  7178. 

Garrard  &  Co.  Ltd.,  Crown  Jewellers,  are  particularly  interested  to 
purchase  Table  Silver,  such  as  Tea  and  Coffee  Services,  Trays,  Waiters, 
Dishes,  Spoons  and  Forks,  Candlesticks,  Candelabra  etc.  Also  all  types  of 
Antique  Silver  and  Antique  Jewellery.  Send  pieces  to  1 12  Regent  Street, 
London,  W.l,  or  a  personal  visit  to  our  London  showrooms  would  be 
welcomed. 

Haddonfield,  New  Jersey:  SANSKI  GALLERY,  50  Tanner  Village. 
Fine  early  American  and  European  paintings,  drawings  and  sculpture 
bought,  sold,  restored. 

BEARNES'  SALEROOMS,  Warren  Road,  Torquay  (telephone  22309) 
attract  principal  Buyers  from  London,  etc.  We  are  pleased  to  advise 
West  country  owners  re  sale  of  Antiques,  Pictures,  Silver,  etc.  (Estate 
Agency  Depts:  Torquay  22126,  Paignton  58296.) 

Antique  Clocks  bought,  sold  and  repaired.  E.  Jurmann,  CM. B.H.J. , 
26  Spring  Street,  Brighton,  Sussex.  Tel:  25006. 

WANTED — Exeter  Plate  by  Richard  Sams,  1771-5.  Forward  complete 
description  and  photo,  if  possible,  with  prices.  William  Warner,  Inc. 
P.O.  Box  558 — Indianapolis  6,  Indiana,  U.S.A. 

George  II  Genuine  English  eight-day  Bracket  Clock  by  John  Ellicott, 
London.  Crown  escapement,  hour  strike,  quarter  repeater  on  six  bells. 
Brass  dial,  black  Ebonized  case  18  in.  high.  Excellent  condition.  Good 
timekeeper.  £300.  G.  D.  Johnson,  3420  Dent  Place  NW.,  Washington  7, 
D.C.,  U.S.A. 

WANTED :  Antique  Watches.  All  types.  Need  not  be  in  running  condi- 
tion. Write  Box  No.  7169. 

YE  OLDE  TYMES,  27  High  Street,  Clacton-on-Sea.  Comprehensive 
stock  of  Antique  Furniture,  Jewellery,  Silver,  Plate  and  China.  Personal 
visits  invited,  Trade  enquiries  welcomed.  Telephone:  Clacton  800. 

DUNNINGS  ANTIQUES,  M.B.A.D.A.,  Specialists  in  purchasing  and 
selling  Ships'  Figureheads;  Hour  glasses;  Sundials;  Globes:  Pistols; 
Lanterns;  dated  Metalwork;  unusual  Carvings.  Holywell  Hill,  St.  Albans 
51065. 

FOR  SALE.  The  Connoisseur— from  Jan.  1920  to  Dec.  1932.  In 
good  condition.  Offers  invited.  Box.  No.  7179. 

The  Finest  commercial  photography  comes  from  Wallace  Heaton 
Ltd.,  127  New  Bond  Street,  London,  W.l. 

WANTED — Webb  Cameo  Glass.  Write  Lawrence  Kalom,  Zion, 
Illinois,  U.S.A. 

BANKRUPT  SALE.  Gin  29/9d,  Whiskey  33/9d.  Amontillado  12/- 
etc.  Full  list.  Box  No.  7174. 

WANTED:  Russian  Enamel  Pieces.  Write  A.  E.  Turcone,  298  Broadway. 
Providence,  R.  I.,  U.S.A. 

Edward  Calvert  (1799-1883)  Artist.  Author  wishes  to  contact  descend- 
ants, owners  of  letters  etc.  Lister,  180  Chesterton  Road,  CAMBRIDGE. 

Paintings  and  Drawings.  Write  for  illustrated  lists.  Home  and  Over- 
seas. Old  Hall  Gallery  Ltd.,  Iden,  Rye,  Sussex. 

Louis  XV  oak  panelled  room  15  X  18  X  10.  Louis  XVI  oak  panelled 
room  20  X  25  X  10.  These  two  fine  period  rooms  including  modern 
portions  and  restorations,  are  in  first  class  condition  and  include  their 
respective  fireplaces — J.  P.  Saletes,  1440  Towers,  Montreal,  Canada. 

APADANA,  Ancient  Persian  Art.  Germany:  Frankfurt-M,  Verren- 
trappstr.  47  Tel.  775427. 

Register  advertisements  are  %2-00for  15words  (minimum) ,  and  thereafter  10  cents 
per  word,  which  must  be  prepaid  and  mailed  to  THE  CONNOISSEUR,  21 
East  57th  STREET,  NEW  YORK  22,  NT.  Addresses  or  Box  Numbers 
must  be  inserted,  and  replies  to  the  latter  should  be  clearly  marked  with  the 
Box  Number.  The  Proprietors  of  The  Connoisseur  accept  no  responsibility  for  any 
sales  effected. 
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P.  H.  GILLINGHAM 

M.B.A.D.A.  Ltd. 
Antiques  and  Works  of  Art 

LARGEST  STOCK  IN  THE  SOUTH  OF  ENGLAND 

Speciality:  Old  English  Cottage  Furnishing 


8  CHERTSEY  STREET 
GUILDFORD 

Telephone:  5750 


'LYNDHURST'  LONDON  ROAD 
GUILDFORD 

Telephone:  61952 


4S   &e>ver-  Sfye^A  J^e>ru/<>*i 
Hyde  Park  47 1 1 


C.  &  D.  O'DONOGHUE 

Member  of  The  British  Antique  Dealers'  Association  Ltd. 

FINE  STOCK  OF  ENGLISH  CHINA 
13  Victoria  Parade,   TORQUAY,   Dew  on 

Telephone:  3567 


DORSET  GALLERIES 
J.    A.  FREDERICKS 

(Member  of  The  British  Antique  Dealers  Association) 

WISHES  TO  PURCHASE 
OLD  ENGLISH  FURNITURE 


49  DORSET  STREET,  BAKER  STREET,  LONDON.  W. 


Welbeck  8934 


HIGHEST 

COINS 


PRICES 

AND 


PAID  FOR 

MEDALS 


especially  for  collections 
Catalogue  of  English  Coins,  9/3.  Bulletin  1/- 

B.  A.  SEABY  LTD.,  65  Great  Portland  Street,  London,  W.  I 


Jacques  Rouault  Galleries 


(INCORPORATING    de    FRESNES    OF  AYRSHIRE) 

CESSNOCK  CASTLE 

G  A  L  S  T  O  N 

Galston  314 


ANTIQUES  and  OBJETS  D'ART 
INTERIOR  DECORATION 
FINE  FABRICS 
SEVENTEENTH  CENTURY 

OAK  FURNITURE  AYRSHIRE 
EXPORTERS 
Trade  enquiries  invited 


;  Antique  Silver 

HARRY 

I  Sheffield  Plate 

CHERNACK : 

Antique  Jewellery 

of  Edinburgh 

;         85  ROSE  STREET  •  PHONE  CAL  3038 
Member  of  The  British  Antique  Dealers  Association 

'!                                                   *  ! 
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The  CONTENTS  of  the  | 

APRIL,  1961,  issue  of  § 

The  Connoisseur  j 

will  include  the  following  articles  —  | 

Bunratty  Castle  Restored  = 

Bunratty,  the  only  castle  in  the  British  Isles  and  Eire  to  E 

be  restored  to  and  furnished  in  its  original  fifteenth-  E 

century  splendour,  is  now  an  Irish  national  monument.  E 

English  Needlework  in  the  Collection  of  E 

Judge  Irwin  Untermyer  of  New  York  | 

The  recently  published  Volume  4  of  this  highly  im-  E 

portant  American  private  collection  is  reviewed  in  an  E 

illustrated  article,  including  colour,  by  John  Nevinson,  = 

one  of  England's  leading  experts  on  antique  textiles.  E 

The  Plate  at  Knole— 1  | 

The  first  of  a  series  of  three  fully  illustrated  articles  on  E 

the  hitherto  only  briefly  recorded  silver  and  plate  at  E 

Knole,  the  historic  Kent  home  of  Lord  Sackville.  = 

The  Galway  Sword  and  Mace  E 

Some  historic  insignia  of  the  City  of  Galway  is  given  E 

back  to  that  city  from  the  collections  of  the  late  William  E 

Randolph  Hearst — and  newly-discovered  information  E 

relating  to  it  and  certain  other  pieces  of  Irish  silver  of  the  E 

same  period  is  told  by  John  Hunt,  the  well-known  Irish  = 

antiquarian.  E 

Lord  Fisher's  Porcelain  E 

Since  his  collection  was  bequeathed  to  the  Fitzwilliam  | 

Museum,  this  is  the  first  detailed,  illustrated  record,  by  E 

Patrick  Synge-Hutchinson,  of  the  extent  of  the  late  e 

Lord  Fisher's  fine  collection  of  early  Meissen  figures.  E_ 

Homage  to  Andrew  Rublev  | 

All  the  Soviet  Union's  leading  publishing  houses  are  E 

currently  producing  books  devoted  to  the  artistic  E 

achievements  of  Rublev,  the  600th  anniversary  of  5 

whose  death  is  now  being  celebrated  in  Russia.  This  E 

tribute  comes  from  Tamara  Talbot  Rice.  E 

The  Tapestry  Room  from  Croome  Court  E 

'One  of  the  most  important  donations  of  decorative  art  = 

ever  made  to  any  museum  at  any  time'  was  how  the  e 

gift  by  the  Samuel  H.  Kress  Foundation  of  the  complete  =_ 

Tapestry  Room  from  Croome  Court,  Worcestershire,  e 

was  reported  when  it  was  first  received  by  the  Metro-  | 

politan  Museum  of  Art.  It  is  now  fully  set  up  in  that  e 

museum.  James  Parker,  Assistant  Curator  of  Post-  e 

Renaissance  Art  at  the  Museum,  describes  this  beautiful  | 

English  room  and  its  furnishings.  = 

The  Museums  of  Europe — I  | 

As  all  the  world  is  now  a  traveller,  this  is  the  first  of  a  = 

series  of  articles  which  will  briefly  describe  the  principal  = 
contents  of  some  of  the  thousands  of  museums  which 
exist  in  Europe,  their  locations,  opening  days  and  hours, 

publications  available  and  other  relevant  details  essential  | 

to  connoisseur  and  layman  alike.  E 

Including,  also,  a  number  of  other  articles,  and  | 

regular  features  such  as  International  Saleroom,  | 
The  Connoisseur  in  America,  etc. 
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Statuary  and  Connemara  Green 
try  engraved  brass  Register  Grate. 


5'  II' 
4'  8' 
3'  8* 
3'  5* 


E  R     &  SON 

ON  LTD.) 

LHAM,   LONDON,  S.W.6 
e  Address:  ANTIQUITY,  LONDON 

urdayt  at  (  p.m. 


An  exceptionally  magnificent  pair  of  Louis  XVI  urn  shaped  Vases  in 
white  marble,  modelled  by  CLODION  and  boldly  signed.  Two  views  of 
the  modelling  are  illustrated.  Height  30|  inches.  Extreme  width  22  inches. 

This  pair  is  almost  identical  with  a  single  rase  by  Clodion  in  the  Wallace  Collection. 


MONTAGUE  MARCUSSEN  LTD 

98  CRAWFORD  STREET,  LONDON,  W.l 

Paddington  3051 

THE  CONNOISSEUR.  Mardx.  1 961  XLVI 


70    SOUTH    AUDLEY    STREET,    LONDON,  W. 


(Member  of  the  British  Antique  Dealers'  Association  ltd.) 

(and  at  36  HIGH  STREET,  OXFORD) 


Telephone:  HYDe  Park  5288 

Telephone:  Oxford  4197 


FINE  TAPESTRIES. 
SAVONNERIE  and 
AUBUSSON  CARPETS, 
NEEDLEWORK 
and  BROCADES 


ENGLISH  and  FRENCH 
FURNITURE 


An  Empire  Aubusson  rug, 
the  field  of  maroon  and  the 
medallion   in   ivory,  with 

musical  instruments. 
Size  7 fit.  8  in.  x  5  fit.  j  in. 


GREGORY  &  CO. 

(DRUTON  STREET)  LTD.  ESTABLISHED  1823 

Telephones:  Mayfair  2608/9/0,  2066 

27  BRUTON  STREET 
BERKELEY  SQUARE 
LONDON,  W.l 

Telegrams:  Gregco,  Wesdo  London 


AXTIQUES 
FURNITURE 
UPHOLSTERY 
CURTAINS 
CARPETS 


BUILDING 
ELECTRICAL  WORKS 
DECORATIONS 
HEATING 
VALUATIONS 


A  fine  Marquetry  inlaid  Commode.  Width  of  back  j  ft.  8  in.,  height  3  ft., 
depth  at  centre  I  ft.  11)  in.  Circa  1770. 

A  superb  pair  of  Nubian  figures,  very  finely  decorated.  Height  s  ft.  9  in.  Cina  1790. 
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SPECIALIST  IN  EUROPEAN  PERIOD  CARPETS 

AUBUSSON 
SAVONNERIE 
NEEDLEPOINT 
ANTIQUE  CARPETS 


Seventeenth  Century  Isfahan  Carpet,  red  ground 
with  green  borders,  polychrome  motifs. 
6  ft.  6  in.  by  13  ft. 


CATAN 


129  AVENUE  DES  CHAMPS-ELYSEES 


PARIS 


A  fine  Louis  XVI  ormolu  clock 
with  pastoral  motifs 
height  9  inches 

HOWA R  D 


8  DAVIES  STREET,  LONDON,  W.l 


PUBLIC  AUCTIOX  SALE  IN  PARIS 


PALAIS  GALLIERA 
10,  Avenue  Pierre  Ier  de  Serbie 

JULES  STRAUSS  COLLECTION 

OLD  MASTER  PAINTINGS  and  DRAWINGS 

by  or  attributed  to  Boucher,  Fragonard,  Lepicic, 
Lor  rain,  Robert,  Rubens,  A.  de  St-Aubin,  Watteau 

OLD  GOLDSMITH'S  and 
SILVERSMITH'S  ART 
OBJETS  DE  CURIOSITE  ■  OBJETS  D  ART 

FINE  FURNITURE 

of  the  18th  Century 

SOFT  PORCELAIN 

Chantilly,  Mennecy,  Tournai,  Vincennes 

SCULPTURES 

by  Caffieri,  Houdon,  etc. 

FURNITURE  and  CHAIRS 

•        •  • 

Auction  after  decease  of  owner 

TUESDAY,  7th  MARCH  at  2-30  p.m. 

Auctioneers:  Me.  ETIENNE  ADER,  12,  Rue  Favart 

Me.  MAURICE  RHEIMS,  7,  Rue  Drouot 
Experts:  Messrs.  CATROUX,  LEBEL,  FROMANGER, 
Jacques  HELFT,  DAMIDOT,  DILLEE,  LACOSTE 
Public  View:  Monday,  6th  March 
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ANTIQUE  SILVER 


Very  beautiful  George  I  Irish  Dish  of  undecorated  octagonal  form  Antique  George  I  Teapot  by  David  Tanqueray.  London 

by  John  Hamilton.  Dublin  1719-20.  Made  by  a  celebrated  Silver-  1718-19.  Octagonal  and  without  ornamentation  it  is  in  the 

smith,  it  is  perfectly  Hall-marked,  and  bears  a  contemporary  earliest  style  of  English  Teapots.  Extreme  height  6£  inches; 

armorial.  Diameter  8£  inches.  Original  weight  13  oz.  12  dwt.  extreme  length  8  inches.  Weight  18  ounces. 


Antique  Pear-shaped  George  I  Teapot,  by  John  Wisdome.  London  1735-36. 
Marked  on  base  and  lid  with  clear  and  perfect  Hall-marks.  The  Teapot  is  en- 
graved with  a  contemporary  armorial.  Extreme  height  6  inches;  extreme  length 
7J  inches.  Weight  12{  ounces. 


from  the  Collection  of 

LOUIS 


WINE  Kd 


Fine  Art  Dealers,  Jewellers  and  Silversmiths 

31  &  32  GRAFTON  STREET,  DUBLIN 


Established  1840 
Tel:  Dublin  73865 


Italian  Directoire  Sofa  en  suite 
with  4  arm  chairs.  Finished  in  a 
combination  of  deep  green  and 
dubonnet  colored  laquers,  with 
gilded  carving.  Made  in  Venice, 
circa  1800. 


Sofa— 71"  wide,  22"  deep,  37" 
high 

Chairs— 21"  wide,  21"  deep, 
37"  high 


B.  Manhei'm 
Qalleries 


409  ROYAL 


FEBRUARY  1961 

EXHIBITION  OF  DRAWINGS  by 

TIEPOLO 

GIAN  BATTISTA       GIAN  DOMENICO 

GALERIE  ABDY 

J^ue^e  DURAS  (facing  the  Palais  de  I'Elysee)  ANJOU  25-99 


THE  WORLD'S  GREATEST  BOOKSHOP 


»•  *  *  o  «. 


O  O  K.  S  4  4 


'There's  an  atmosphere  about  your  bookshop  which  I 
find  completely  fascinating.  Foyles  is  a  friendly  place 
and  the  staff  are  so  helpful.  Above  all,  it  is  such  a 
bookish  bookshop.? — A  Customer's  Letter. 

119-125  CHARING  CROSS  ROAD,  LONDON  WC2 

GERrard  5660  (20  lines)    *    Open  9-6  (Thursdays  9-7) 

Searest  Station:  Tottenham  Court  Road 


Regardless  of  size  or  complexity 
you  can  rely  on  P  &  S  to  pack  and 
forward  to  all  parts  of  the  world, 
promptly,  safely  and  economicalh 

Pitt  &  Scott 

Limited 

1/3  St.  Paul's  Churchyard,  London 
E.C.4 

Telephone  City  6474 

Household  removals  to  all  parts  of 
the  world.  Storage  facilities  at 
London,   Liverpool.    Glasgow  and 

Pans. 
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NEWHOUSE  GALLERIES 

ESTABLISHED  1878 


1 


VIS 


I  -X. 


ST.  PHILIP  DE  NERI  carried  to  Heaven  by  Angels 

by 

GIOVANNI  DOMENICO  FERRETTI 
1692-1767 


FINE  PAINTINGS 


1 5  East  57th  Street 


PLAZA  5-4980 


New  York,  N.Y. 


DUVEEN 

Masterpieces  oF 

PAINTING      SCULPTURE  PORCELAIN 
FURNITURE  TAPESTRIES 

GOTHIC       -       RENAISSANCE       -       EIGHTEENTH  CENTURY 

DUVEEN  BROTHERS  Inc. 

18  EAST  79  STREET 
NEW  YORK  21,  N.Y. 


GALERIE 

INTERNATIONALE 

D'ART  CONTEMPORAIN 

PAINTINGS  \NT>  SCITPTURE* 

Matliieu 

PARIS.  1" 

Giiiette 

253,  RUE  SAINT-HONORE 

T&  Open  3i» 

Compard 

BRUXELLES.  1 

Degottex 

♦1.  BD  DE  WATERLOO 

Danselo 

T-:  -:  :•; 

1L2R67 

Corbero 

ZURICH.  1 

^  iola 

NCSTRFT  FR5TRA55E  31 

A.  Pomodoro 

Tet  25  17  4* 

G.  Pomodoro 

In  the  front  line  of  contemporary  art 

ARTISTS  OF  FAME  AND  PROMISE 

I 


HJIBtngaic  ^Johnston  Ctd 

Htaisfu: 

91-93  CHARTERHOUSE  STRBET.  LONDON.  E.C.i 


sis*  st :  LIVERPOOL  MAXCHESTER 
SOUTHAMPTON  -  BELFAST  -  PARIS 
NEWCASTLE  -  GLASGOW  -  TORONTO 
NEW  YORK     -    MONTREAL     -  ETC. 

Packers  -  Shipper*  -  insurer* 
Cnstombrokers        -        Travel  Agent* 
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arke 
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NEW  YORK 


THE  MYRON  C.  TAYLOR  COLLECTION 

One  of  the  exhibition  rooms  showing  a  part  of  the  Taylor  Collection  which  sold  for  a  grand  total  of 
$958,250.  In  the  background,  a  glazed  terra  cotta  lunette  by  Andrea  della  Robbia  purchased  by  the 
Metropolitan  Museum  of  Art  for  $40,000;  to  the  left,  Tournai  Gothic  millefleurs  armorial  tapestry 
which  brought  $32500,  and  was  also  purchased  by  the  Metropolitan  Museum  for  The  Cloisters. 


For  the  Seller  of  Valuable  Art  Property  at  Public  Auction 

unsurpassed  facilities  •  skill  and  knowledge  perfected  through  long  years  of 
experience  •  a  world-wide  clientele  prepared  to  pay  top  market  prices  • 

.  negotiable  commission  rates  • 

CORRESPONDENCE  INVITED  .  MONTHLY  BULLETIN  ON  REQUEST 
Catalogues  may  be  purchased  Individually  or  by  subscription 

PARKE-BERNET  GALLERIES  -  lr»e     980  Madison  Avenue,  IN* yw  York 

Telephone:  TRafalgar  9-8300  •  Cable:  PARKGAL 


BY  WNMIHENT  TO  HER  MAJESTY  THE  QUEEN 

•  SONS.  LTD 


Your  treasured  antiques 
deserve  Goddard's  <  are 

There's  very  good  reason  whv  the  Victoria  and  Albert  and  so 
many  other  leading  museums  in  Great  Britain  and  throughout 
the  continent  use  Goddard's  Polishes.  Goddard's  have  been 
perfected  through  more  than  120  years  of  experience  bv  spec- 
ialists in  the  care  of  fine  antiques.  Thev  are  the  gentlest,  vet 
most  effective  polishes  vou  could  wish  for. 

Consider  Goddard's  Cabinet  Makers  Wax.  It's  so  rich  in  beeswax,  it 

actually  feeds  voods  and  leathers  as  it  shines  . . .  maintains  a  beautiful  deep 
lustre  ■hie  WhcliH  present  cracking  and  drying.  And  if  s  freshly  scented  with 
lavender  or  lemon  verbena  -  has  no  unpleasant  'polish  odor*  at  all. 


Goddard's  Silver  Polish,  softer 
than  silver,  cannot  scratch  yet  quickly 
removes  tarnish,  polishes  to  a  deep. 

Goddard's  Pewter  Polish,  a  unique 
discovery  formulated  exclusively  for 
pewter  polishes  to  a  soft  sheen,  en- 
hancing  value  and    beauty   of  all 


(joddards 
Silver 
Polish 


Goddards 
fmXn  Mrsh 


J.  Goddard  &  Sons  Ltd.,  Leicester,  England 

U.S.A.  Office,  299  Madison  Avenue,  New  York  17,  N.Y. 


LAING 


Old  Masters 


Krieghoff  and  the  Early  Canadians 
Contemporary  Canadian 

.   British  and  French  Paintings 
Modern  Sculpture 


Galleries:  I94  Bloor  St.  W.,  Toronto 


Smith  &  Watson 

20  EAST  55th  ST..  NEW  YORK  22  PLAZA  3-1462 
MAKERS      OF      FINE  FURNITURE 


Sheraton  Bed  of  faded  brown  mahogany  with  carved 
and  reeded  splats.  Top  rail  inlaid  with  rosewood.  From 
our  large  collection  considered  foremost  in  its  field  as  to 
quality  of  craftsmanship  and  uniqueness  of  design. 
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LIV 


THE  LOUIS  XV  SALON 

One  of  three  panelled  and  decorated  rooms 
from  Marquis  de  La  Fayette's  Paris  townhouse 


FRENCH  &  COMPANY  inc. 

MADISON  AVENUE  AT  T6TH  STREET,  NEW  YORK 

Paintings  •  Furniture  •  Sculpture  •  Antique  and  Modern  Tap- 
estries •  Works  of  Art  •  Panelled  Rooms  •  Interior  Decoration 


LV 


Wakefield-Scearce  Galleries 

  DIRECT  IMPORTERS   

Old  Science  Hill  Chapel  Shelhyville,  Kentucky 

on  the  main  road  (U.S.  60)  between  Louisville  and  Lexington 


Write  for  particulars  on 
models  available  of  the 
famous 

Porcelain  Doughty  Biros 
—  Free  color  brochure  — 


Write  for  information  on 
authentic  hand-made 
Silver  Julep  Cups 
o\  early  Kentucky  makers 
and  others 


Georgian  mahoganv  lihrarv 
folding-step  chair.  All  original, 
except  red  leather  tooled  step 
treads,  which  are  new. 

Height  (open)  36  inches,  extreme 
width  21  inches.  England,  circa 
1830. 


A 

magnificent 

survey 
of  a  timeless 
art  — 


English  and  Other 
Needlework.  Textiles, 
and  Tapestry 

THE  COLLECTION  OF  IRWIN  UNTERMYER 

Text  and  notes  by  Yvonne  Haekenbroeh.  The  superb 
artistry  of  European  needlework,  from  the  12th  century  to 
the  present,  is  brilliantly  displayed  in  this  collection.  The 
sources  of  more  than  100  different  designs  are  identified  in 
an  informative  introduction.  Every  piece  in  the  collection  is 
illustrated,  described,  and  documented.  285  magnificent 
plates,  74  in  full  color.  $25.00 

At  all  fine  bookstores 

Published  for  the  Metropolitan  Museum  of  Art  by 

HARVARD  UNIVERSITY  PRESS 

Cambridge  38.  Massachusetts 


RARE  SMALL  REGENCE  COMMODE  CIRCA  1745 

Beautiful  Walnut  and  Rosewood  figured  panels  and  inlays 
38  inches  wide:  22  inches  deep:  32\  inches  tall. 

PHILIP  COLLECK  of  London 
antiques! 

122  East  57th  Street,  New  York  22,  N.Y.  •  PLaza  3-5988 
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ROELAND  SAVERY 
Signed  and  dated  1622  Canvas  29  X  72  inches 


CENTRAL  PICTURE  GALLERIES 

624  MADISON  AVENUE,  NEW  YORK  22  ELDORADO  5-6564 
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THE  BRITISH  ANTIQUE  DEALERS  ASSOCIATION 


THE  WORLD'S  BIGGEST  BUYERS 


Discerning  buyers  and  sellers  appreciate  the  many  advantages  of  dealing  with 
members.  The  1961  edition  of  the  booklet,  giving  the  names  and  Mrrrtrr  of 
over  five  hundred  established  dealers  in  antiques  and  works  of  art  who  are 
members  of  the  Association,  will  be  published  in  March.  Copies  price  5/- 
cach  post  free  ($1  in  the  L:.S-A)  will  be  forwarded  on  application  to  the  « 

Secretary  at 

The  British  Antique  Dealers  Association 

No.  20  RUTLAND  GATE,  LONDON,  S.W.7 

Telephone:  Kensington  4128  and  2102 
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FOR    ANTIQUE  FIREPLACES 
AND  FURNITURE 


BY  APPOINTMENT 
FIREPLACE  FURNISHERS 
TO  THE  LATE 
KING   GEORGE  V 


C.  J.  PRATT 

of 

Brompton  Road 

ESTABLISHED  1860 

186  BROMPTON  ROAD 
LONDON,  S.W.3 

Telephone:  KENsington  0783  Cables:  Prattique,  London 


A  handsome  Queen  Anne  Walnut  Bureau  Bookcase 
Height  7  ft.  6  in.  Width  3  ft.  3  in. 


LIX 


ro  H  M.  THE  OUEEM 


SPINK  &  SON  LTD. 


I  v  |  ITT2 


BY  *PPOt\TMENT 
TO  H  R  M.  THE  DUKE  OF  ED*NBl'RO 
MEDALLISTS 


Imperial  cloiso>>e  e>~amel  pa>~el  of 
colour,  showing  a  pavilion  with  white  elo 
among  dark  green  trees  and  green  and  w 
rocks.  The  sky  is  in  pale  shaded  blues  inlaid 
in  gilt  with  a  poem  bv  the  Emperor  Ch*ia 
Lung.  A.D.  1736-1795.  Sight  size:  444  If 
23|  inches. 

From  the  Buchanan- Jardine  Collection. 

Exhibited  at  the  International  Exhibitii 
at  Burlington  House.  1935  1936,  No.  201 
and  illustrated  in  the  Catalogue. 

Illustrated  by  Beinacker  in  Chinese 
onne  Enamel.  (Apollo.  1948.) 


5.  6.  7  King  Street.  St.  James's.  London.  S.W.I 


Gables:  >PENK.  LONDON 


Telephone:  \THITEHALL  5275  (5  lines) 


TRIBUTE   rO  THE  BRITISH  ANTIQUE 
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This  terracotta  bust  of  George  I,  the  original  by  Rysbrack  for  his  full-length  figure  of  the  King  in  the 
Law  Library  at  Cambridge,  has  been  acquired  by  the  National  Portrait  Gallery  from  Mr.  Roger 

Warner  of  Burford,  Oxfordshire. 


Elicit  month  'The  Connoisseur'  illustrates  an  important  work  of  art  which  a  British  antique 
dealer  has  sold  or  loaned  to  a  museum  or  public  institution  cither  at  home  or  abroad. 


Painting 

and  the  Age  of  Charles  II 

Oliver  Millar 


rH  E  pictures  now  hanging  in  The  Age  of  Charles  II  Exhibi- 
tion at  the  Royal  Academy  of  Arts  were  chosen  to  illustrate 
^mcthing  of  the  history  of  the  period,  by  showing  the  counten- 
nces  and  environment  of  Charles  II's  subjects  as  their  contempor- 
ries  saw  them,  and  to  demonstrate  some  of  the  trends  in  painting 
i  England  between  the  age  of  Van  Dyck  and  the  age  of  Kneller. 
The  atmosphere  in  which  the  young  Charles  II  grew  up  is 
jggcstcd  in  the  first  room  by  three  canvases  by  Van  Dyck:  the 
imous  group  of  Charles  I's  five  children  in  1637^ from  Windsor 
3at.  No.  6),  Sir  Thomas  Hanmer  (5)  (Illustration  No.  1)  and  Mrs. 
Zirke  (13)  from  Parham.  The  two  last  have  not  been  seen  in 
ondon  since  their  recent  restoration:  Mrs.  Kirke  is  a  most 
ccomplished  piece,  and  the  portrait  of  Hanmer  is  one  of  Van 
)yck's  most  evocative  and  significant  canvases.  The  4th  Earl  of 
Dorset  (12)  from  Knole  is  a  disappointment.  It  has  never  been 
;en  in  living  memory  in  any  other  than  a  totally  invisible 
osition  at  Knole.  It  is  now  revealed  as  a  superb  pattern,  but  Van 
)yck  cannot  have  laid  his  brush  on  any  section  of  the  canvas.  It 
perhaps  possible  that  the  composition  was  worked  up  on  the 
asis  of  an  existing  image,  such  as  Hoskins's  miniature  in  the 
rictoria  and  Albert  Museum.  Perhaps  the  most  appealing 
ortraits  of  the  young  Prince  Charles  and  his  brother  James  are 
le  hitherto  unrecorded  little  panels  by  Cornelius  Johnson  (526 
c  530)  (No.  2).  With  a  third  portrait,  of  their  sister  Princess 
4ary,  they  are  presumed  to  have  been  painted  for  Charles  I. 
'hey  remained  in  the  royal  collection  until  the  early  years  of  the 
ighteenth  century.  They  reveal,  on  a  tiny  scale,  the  influence  of 
ran  Dyck  on  Johnson's  range  of  designs  at  this  last  stage  of  his 
areer  in  England. 
The  portraits  that  illustrate  the  years  of  Civil  War  include 
iree  additions  to  the  oeuvre  of  William  Dobson.  The  rather 
attered  Sir  Richard  Willys  (16)  from  Newark  must  be  a  late, 
ad  possibly  unfinished,  canvas;  Sir  Edward  Walker  (140)  from 
hakespeare's  Birthplace  is  an  arresting  baroque  design  and  the 
ead  is  particularly  sensitive;  and  the  sanguine  Earl  ofLindsey  (7) 
^o.  3)  from  Exton  is  a  very  good  example  of  Ins  more  official 
avalier  portraits.  The  cavalier  spirit  persists  in  a  chastened  mood 
i  the  portraits  of  the  King's  followers  in  exile  by  such  artists 
5  Van  Egmont  (10)  and  Cornelius  Johnson  in  his  final  Dutch 
hase  (8  &  14),  and  in  the  paradoxically  Van  Dyckian  presenta- 
ons  by  Robert  Walker  of  Colonel  and  Mrs.  Hutchinson  (18  & 
o)  and  of  Cromwell  himself  (24).  The  portrait  of  Cromwell 
lould  probably  not  be  regarded  as  an  original  by  Walker.  The 
uritan  temperament,  of  which  Mrs.  Hutchinson's  famous 


Memoirs  are  an  epitome,  seems  to  infect  more  deeply  the  early 
portraits  of  Gerard  Soest  and  some  of  Lely's  portraits  of  about 
1650.  Soest's  compelling  Major  Salwey  (9)  and  Mr.  Tipping  (450), 
even  his  much  later  Ralph  Vane  (244),  are  very  close  in  feeling, 
and  in  certain  technical  respects,  to  Cooper's  more  sombre 
miniatures;  and  Lely's  Sir  Henry  Vane  (1 1)  is  marked  by  the  same 
austere  gravity. 

But  even  by  the  late  1640's  it  is  Lely  who  is  revealed  as  the 
finest  craftsman  among  the  portrait  painters  working  in  London. 
Even  though  there  are  still  many  signs  of  immaturity  in  the 
groups  painted  by  him  for  the  Earl  of  Northumberland  in  1647 
(4  &  19),  they  stand  out  in  Gallery  I  for  the  sensitive  palette 
which  Lely  was  already  employing  and  for  the  assurance  with 
which  he  was  applying  his  full  and  creamy  paint.  We  may 
understand  the  Interregnum  better  if  we  set  Soest's  dour  por- 
traits beside  the  gay  colours  and  lively  mood  of  Lely's  Sleeping 
Nymphs  (17)  and  Music  Lesson  (165);  and  we  are  certainly  sur- 
prised at  the  unexpected  vein  of  tenderness  that  Lely  reveals  in 
Susannah  and  the  Elders  (21)  from  Burghley  or  in  the  strangely 
moving  Portrait  of  a  Lady  (22)  who  used  fancifully  to  be  called 
Ursula,  the  artist's  'reputed  wife'. 

The  full  range  of  Lely's  abilities  can  be  gauged  in  this  exhibi- 
tion. We  can  see  the  changes  in  method  from  his  early  pieces 
to  the  very  late  Sir  Richard  Newdcgate  (367)  with  its  cool  tone, 
fused,  broken  texture,  and  almost  tangible  atmosphere;  and 
the  changes  in  mood  between  the  sensuous,  blatant  appeal  of  the 
ladies  painted  for  the  Earl  of  Sunderland  (57,  62,  65)  and  the 
youthful  charm  of  the  double  portrait  from  Highclcrc  (86)  (No. 
4);  between  the  unsophisticated  gaiety  in  the  enchanting  Lady 
Chesterfeld  (70)  from  Chevening  and  the  fire  and  manliness  in  the 
splendid  Sir  William  Temple  (67)  from  Broadlands  which  almost 
makes  one  subscribe  to  Lovelace's  claim  that  his  friend  Lely  could 
paint  a  mind.  The  abiding  impression  of  Lely  in  this  exhibition  is 
of  great  technical  accomplishment  in  the  organisation  of  a  studio 
as  well  as  in  his  personal  handling  of  a  pattern,  of  an  easy  mastery 
of  touch,  whether  with  his  brush  or,  in  the  figures  from  the 
Garter  Procession  (505  etc.),  with  his  pencil,  and  of  superbly 
riotous,  sonorous  colour:  in  short,  of  one  of  the  most  seductive 
manifestations  of  the  baroque  style  in  England. 

Although  Lely  is  the  portrait  painter  most  closely  linked  in  our 
minds  with  the  Restoration  court,  it  is  his  Scottish  rival,  John 
Michael  Wright,  the  self  styled  Pictor  Regius,  represented  in  the 
exhibition  bv  seventeen  works  (far  the  largest  group  of  canvases 
by  him  that  have  ever  been  assembled),  who  seems  pre-eminently 


lonore  Pelle.  Marble,  51  in.  high  bust  of  King  Charles  II,  signed  and  dated  1684 
IONORE  PELLE  F.  The  sculptor,  a  Frenchman  working  mainly  in  Italy,  is  re- 
resented  in  England  only  by  this  bust  and  a  version  at  Burghley,  dated  1682.  The 
'xctoria  and  Albert  Museum. 
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1  (left).  Sir  Anthony  van  Dyck.  Sir  Thomas  Hanmer,  canvas,  42 
27  in.,  probably  painted  c.  1638.  The  Earl  of  Bradford. 

2  (above).  Cornelius  Johnson.  Charles  II,  when  Prince  of  WalesA 
panel,  n£  x  7!  in.  Painted,  with  a  portrait  of  Princess  Mary,  for| 
Charles  I,  c.  1640.  Major  the  Hon.  Henry  Broughton. 

3  (below).  William  Dobson.  Montague  Bertie,  2nd  Earl  of  Lindsey,  j 
canvas,  44!  x  37f  in.,  painted,  presumably  at  Oxford,  c.  1643-44. 
The  Earl  of  Gainsborough. 


associated  with  the  restored  monarchy.  Wright  was  a  Catholic 
and  had  been  abroad  during  the  Commonwealth.  In  Gallery  II, 
among  canvases  that  illustrate  moments  in  the  King's  escape  in 
165 1  and  return  in  1660,  we  see  him  first  in  his  masterpiece, 
Colonel  John  Russell  (28)  from  Ham  House,  and  are  at  once  aware 
of  his  personality  and  ability.  His  colour  is  much  colder  and  less 
sophisticated  than  Lely's;  his  grasp  of  composition  is  often  at 
fault;  but  the  compelling  quality  in  his  portraits  is  partly  ex- 
plained by  the  modesty  and  integrity  with  which  he  records  a 
character  and  presents  to  us  a  human  being.  The  Cecil  Children 
(54)  from  Hatfield  is,  for  all  its  elaboration  of  the  accessories,  a 
delicate  study  of  childhood;  Sir  Neil  O'Neill  (66)  from  the  Tate 
is  an  unsurpassed  display  of  outlandish  Jacobitism.  Even  in  front 
of  his  more  conventional  portraits  one  is  aware  of  a  freedom 
from  convention  and  of  a  very  attractive  personality  at  work. 
In  three  very  unusual  canvases  he  seems  to  represent  more  clearly 
than  Lely  was  ever  called  upon  to  do  certain  aspects  of  the 
Restoration  Settlement  and  of  the  age  of  Charles  II.  The  magnifi- 
cent portrait  (39)  from  St.  James's  Palace  of  the  King,  crowned 
and  displaying  his  new  robes  and  regalia,  has  a  remote,  hieratic 
quality  very  far  from  the  well-bred  ease  with  which  Van  Dyck 
had  begun  to  invest  a  state-portrait.  The  oval  painted  for  the 
King's  Bedchamber  at  Whitehall  (161)  is  gauche,  learned,  and  not 
wholly  successful,  but  has  something  of  the  authority  of  a 
painter  who  had  been  enrolled  in  the  Accademia  di  San  Luca  in 
Rome.  And  the  votive  piece,  with  its  strongly  Flemish  feeling,  in 
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4  (left).  Sir  Peter  Lely.  The  Earl  of  Carnarvon  and  his  Brother,  canvas,  46|  x 
68  j  in.  The  Earl  of  Carnarvon. 


hich  Lord  and  Lady  Arundell  kneel  at  the  foot  of  the  Cross 
37)  (No.  s)  is  a  remarkable  piece  to  have  been  painted  in 
lgland  between  the  Reformation  and  the  easier  years  of  the  late 
>hteenth  century. 

The  more  consistently  successful  or  cynically  fashionable 
tists  are  well  represented  in  the  exhibition.  Jacob  Huysmans  is 
en  at  his  most  flamboyant  in  the  well-known  Coke  Children 
9)  from  Melbourne  Hall  and  in  the  Duchess  ofPowis  (55)  from 
5 wis  Castle  which  seems  an  important  addition  to  his  oeuvre:  as 
lportant  indeed,  as  the  well-known  Catherine  of  Braganza  at 
Windsor  with  which  it  has  affinities.  There  is  a  perhaps  un- 
cpected  gravity,  however,  in  Huysmans'  Sir  William  Morice 
7)  from  Antony.  The  charming  Arcadian  portrait  of  Lord 


5  (below).  John  Michael  Wright.  Henry,  3rd  Baron  Arundell  of  Wardour, 
with  his  Wife  at  the  foot  of  the  Cross,  canvas,  73^  x  61  in.,  painted  c.  1665 
traditionally  in  order  to  hang  at  the  Convent  of  Poor  Clares  at  Rouen, 
where  Cecily,  daughter  of  the  two  votive  figures,  was  a  nun.  R.  J.  JR. 
Arundell,  Esq. 


Burghley  (218)  by  Wissing  is  a  reminder  of  his  success  in  capturing 
much  of  Lely's  fashionable  practice  in  the  1680's  and  illustrates 
the  quality  of  court  portraiture  in  the  reign  of  James  II  and  the 
extent  of  Lely's  influence  therein.  The  cosmopolitan  flavour  of 
the  later  Stuart  court  is  felt  very  strongly  in  the  exotic  portraits 
painted  by  such  Frenchified  artists  as  Simon  Verelst  and  Henri 
Gascars.  Gascars'  Duchess  of  Orleans  (80)  from  Goodwood 
represents  the  nadir  of  fashionable  Frencji  portraiture ;  Verelst's 
extraordinary  broken-necked  Charles  II  (92)  from  Clarence 
House,  or  his  revealed  and  revealing  Nell  Gwynn  (90),  stand  in 
judgment  on  the  gallicizing  influences  at  Charles  II's  court  which 
persuaded  Verelst  that  he  could  paint  portraits. 

The  best  English  painters  of  the  period,  John  Greenhill  and 
John  Riley,  emerge  by  contrast,  as  one  would  expect,  as  much 
less  ebullient  and  less  accomplished,  but  more  serious  than  their 
rivals  from  abroad.  Greenhill's  Earl  of  Shaftesbury  (172)  from  St. 
Giles's  House,  or  Riley's  John  Dryden  (152)  (No.  6)  from  Traquair, 
reveal  a  less  subjective  and  more  truthful  approach  to  their 
patron(s)  than  their  more  skilful  foreign  rivals  whose  postures 
and  conventions  they  ape  in  the  designs  as  a  whole.  In  such 
smaller  portraits  as  Riley's  Elias  Ashmole  (213)  of  1689,  Riley  is 
seen  clearly  as  the  lineal  ancestor  of  Richardson,  Hudson  and 
Reynolds. 

It  is  to  be  hoped  that  the  exhibition  will  do  something  to 
restore  the  reputation  of  Sir  Godfrey  Kneller.  Many  of  his  very 
early  portraits  are  vitiated  by  the  fashions  of  contemporary 
portraiture  at  Whitehall  and  Versailles.  But  even  in  such  spare 
and  gawky  portraits  as  those  of  Lord  Worcester  (407)  from  Bad- 
minton or  the  Marquess  of  Tweeddale  (355)  from  Yester  we  are 
conscious  of  a  lack  of  pretence  and  swagger  in  the  presentation  of 
character  which  must  have  been  refreshing  to  patrons  who  could 
hardly  remember  a  time  when  Lely  had  not  dominated  the  scene. 
From  about  1680,  however,  Kneller  displays  a  variety  and 
accomplishment  in  designing  a  full-length  that  Lely  never 
troubled  to  evolve;  and  in  certain  portraits  he  appears  to  have 
broken  away  from  the  conventions,  within  which  Lely  had  con- 
sistently worked,  to  paint  a  group  of  early  masterpieces  which 
are  among  the  finest  of  British  portraits.  One  may  mention, 
among  the  portraits  exhibited  at  the  Academy,  Sir  Isaac  Newton 
(217)  (No.  7),  lent  by  the  Earl  of  Portsmouth,  the  Earl  of 
Leicester  (356)  from  Penshurst  and  the  Earl  of  Dorset  (359)  from 
Knole,  as  examples  of  Kneller's  keen  vision,  austere  technique 
and  arresting  inventiveness  of  design  in  this  early  middle  period 
of  his  too  successful  career. 

It  is  inevitable  that  portraits  should  predominate  in  paintings 
of  the  later  Stuart  period ;  but  there  are  a  number  of  paintings  and 
drawings  that  reveal  the  increasing  interest  in  the  other  genres  and 
point  to  the  Continental,  and  especially  Dutch,  influence  in  the 
growth  of  these  genres  into  their  distinctively  English  flowerings 
in  the  eighteenth  century.  Jan  Wyck,  as  the  teacher  of  John 
Wootton,  laid  the  foundations  of  English  sporting  painting,  and 
his  little  equestrian  portraits,  such  as  the  Duke  of  Monmouth 
(307)  (No.  8)  from  Drumlanrig,  established  a  favourite  English 
form  of  small  military  or  sporting  portrait.  His  record  of  the 


5 


7-  Sir  Godfrey  Kneller.  Sir 
Isaac  Newton,  canvas,  30 
25  in.  The  Earl  of  Ports- 
mouth. 


6  (above).  John  Riley.  John  Dryden,  canvas,  48 
ably  painted  c.  1685.  F.J.  Maxwell-Stuart,  Esq. 


36  in.,  prob- 


Dukc's  battles  (e.g.  300)  are  historical  documents  of  great  import- 
ance, comparable  to  the  wonderful  pieces  by  the  two  Van  dc 
Veldes.  Their  influence  on  English  marine  painting  is  stressed  in 
this  exhibition.  It  contains  some  magnificent  set-pieces;  some  of 
their  preparatory  material  in  the  display  of  drawings;  and,  in  the 
picture  from  the  National  Maritime  Museum  (306),  their  earliest 
extant  English  piece.  The  loveliest  of  their  works  in  the  exhibi- 
tion is  surely  Sir  Bruce  Ingram's  Race  (284)  (No.  9)  with  its  un- 
forgettable impression  of  high  wind,  broken  sky  and  slapping 
water.  Other  foreign  painters  were  providing  at  this  period 
precious  glimpses  of  the  English  scene :  Siberechts  in  his  little 
decorative  canvas  (137)  from  Helmingham,  in  his  delightfully 
unrehearsed  Scene  at  Cheveley  (434)  from  Bclvoir,  or  in  his 
ramiliar  view  of  Longleat  (144);  Vorstermans  in  the  picture  of 
Althorp  (179)  (No.  10)  that  can  with  confidence  be  attributed  to 
him;  Esselens  in  a  comparatively  spontaneous  view  of  the 
Thames  Valley  (208) ;  Grifhcr  in  his  charmingly  anecdotal  little 
copper  of  Windsor  and  Eton  (141)  (No.  11)  from  Petworth;  or 
Thomas  Wyck's  Fire  of  London  (170)  (No.  12)  from  Badminton 
which  has  the  air  of  being  an  accurate  contemporary  account  of 
the  disaster. 

The  popularity  at  this  time  of  certain  forms  of  Dutch  painting 
is  well  illustrated.  There  is  the  perspective  by  Hoogstraeten  from 
Dyrham  (153)  which  so  fascinated  Pepys  and,  much  less  familiar, 
three  examples  (e.g.  No.  1 3)  from  the  series  of  genre  scenes 
which  are  stated  to  have  been  painted  for  Lord  Clifford.  There 
are  two  very  attractive  examples  of  the  obscure  Scottish  painter 
J.  G.  Ferguson  (142,  149)  which  are  entirely  Dutch  in  design  and 


8  (above).  Jan  Wyck.  James  Scott,  Duke  of  Monmouth,  canvas,  25^  x  30.1  in. 
The  Duke  of  Buccleuch. 

9  (below).  Willem  van  de  Velde  the  Younger.  The  Race  between  the  Cleve- 
land and  the  Henrietta,  canvas,  13  x  21  in.  Sir  Bruce  Ingram. 


O.Jan  Vorstermans.  A  View  of  Althorp,  canvas,  31^  x  41.  in.,  painted  c. 
678.  The  Earl  Spencer. 


1  (above).  Jan  Griffier.  Windsor  and  Eton,  on  copper,  19J  x  25^  in.,  prob- 
bly  painted  c.  1690.  John  Wyndham,  Esq. 


2  (below).  Thomas  Wyck.  The  Fire  of  London,  canvas,  24^ 
hike  of  Beaufort. 


36  in.  The 


13.  Pieter  Roestraeten.  Lancing  a  Boil,  canvas,  30  x  24  in.,  signed.  Lord 
Clifford  of  Chudleigh. 


handling;  and  Largillierre's  Vanitas  (211)  is  one  of  the  very  few 
still-life  pieces  that  he  is  known  to  have  painted  while  he  was 
working  in  London  under  the  eye  of  Lely.  The  only  English 
artist  who  seems  to  have  worked  successfully  in  a  lesser  genre — 
a  genre,  that  is,  other  than  the  portrait — was  Francis  Barlow.  As 
always,  he  is  seen  at  his  best  in  his  drawings,  of  which  an  attrac- 
tive selection  is  in  the  Small  South  Room,  but  nearby  there  are 
two  canvases  from  the  series  formerly  at  Shardeloes  which  one 
feels  must  have  been  painted,  as  pieces  in  these  lesser  genres  so 
often  were,  to  be  set  into  the  panelling  of  a  newly  decorated 
Restoration  interior. 

Its  most  tenacious  student  would  not  claim  that  painting  in  the 
age  of  Charles  II  and  James  II  reached  a  very  high  level.  It  is  a 
confused  and  confusing  period,  without  the  drama,  or  indeed  the 
beauty,  of  painting  in  the  time  of  Charles  I.  There  is  no  turning- 
point,  such  as  the  arrival  of  Van  Dyck,  to  provide  a  central 
theme.  We  tend  to  see  artists  like  Lely  or  Huysmans  in  relation  to 
Van  Dyck's  example;  and  the  best  that  we  claim  for  Kncllcr  or 
Riley  is  their  anticipation  of  some  of  the  qualities  we  associate 
with  Hogarth  or  Reynolds.  Perhaps  the  greatest  value  of  this 
exhibition  to  the  student  is  the  lesson  it  teaches:  that  we  cannot 
adequately  assess  the  later,  much  richer,  periods  in  English  paint- 
ing without  an  understanding,  which  can  be  absorbed  at  Burling- 
ton House  this  winter,  of  the  formative  influences  in  the  age  of 
the  later  Stuarts. 
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I.  Silver-gilt  mace,  signed  'Made  by  Tobias  Coleman  of  London 
Gouldsmith',  40  in.  long.  The  Borough  of  Marlborough. 


2.  Silver-gilt  mace,  no  marks,  dated  1660,  51^  in.  long.  The 
Borough  of  Abingdon. 


3.  One  of  a  pair  of  lo£  in.  high  silver  sconces,  maker's  mark  IN 
in  a  heart,  dated  1668,  the  plates  embossed  with  a  crowned 
CRII.  The  Duke  of  Buccleuch. 


4.  One  of  a  pair  of  18  in.  high  silver  andirons,  c.  1670,  no  marks, 
bearing  an  applied  CR  monogram.  The  Lord  Brownlow. 


5.  Silver-gilt  I2f  in.  wide  caddinet,  maker's  mark  WE  between 
two  mullets,  London  hall-mark  for  1683.  The  Earl  of  Lonsdale. 


After  the  Republican  Interlude 
Silver  at  the 


Restoration 


Charles  Oman 


rHE  private  collector  learns  at  an  early  stage  that  if  he 
desires  to  own  a  piece  of  Charles  II  silver  he  will  have  to  be 
ontent  with  something  of  minor  importance.  This  does  not 
lean  that  the  plate  of  this  period  is  very  rare.  There  are  still 
lenty  of  first-class  pieces  in  England.  Some  of  the  most  dis- 
nguished  examples  are  still  in  the  possession  of  the  few  noble 
imilies  whose  belongings  have  not  yet  been  scattered;  the 
^mainder  are  safe  in  public  possession  in  one  form  or  another, 
hough  it  would  be  impossible  to  organise  an  adequate  exhibi- 
on  without  drawing  upon  the  former  source,  visitors  to  the 
resent  exhibition  at  Burlington  House  are  likely  to  find  a 
reater  number  of  surprises  amongst  the  nationally  owned  plate, 
/hich  is  on  exhibition  much  too  seldom. 
Anyone  acquainted  with  the  documents  of  the  Restoration 
eriod  will  know  that  the  year  1660  was  reckoned  as  the  nth 
ear  of  the  reign  of  Charles  II.  The  legal  fiction,  by  which  he  was 


assumed  to  have  succeeded  on  the  death  of  his  father,  represents 
an  artistic  reality ;  since  most  of  the  shapes  and  forms  of  decora- 
tion popular  after  the  Restoration  had  been  in  use  for  some  years 
before  his  return.  Similarly  the  inclusion  of  pieces  made  in  the 
three  years  of  the  reign  of  James  II  is  amply  justified  by  the  fact 
that  they  do  not  differ  from  those  made  in  the  reign  of  his 
brother;  whereas  a  general  change  is  visible  after  1688  when 
Huguenot  influence  began  to  be  important. 

The  republican  interlude  was  responsible,  directly  or  in- 
directly, for  quite  a  number  of  the  exhibits.  On  6th  June,  1 649,  a 
design  for  a  mace  lacking  any  royal  emblems  was  officially 
approved  and  all  corporations  were  ordered  to  obtain  one. 
Many  corporations  did  the  minimum  to  comply:  so  that  in  1660 
their  goldsmiths  had  little  difficulty  in  returning  their  maces  to 
their  former  state.  Corporations  which  had  been  so  unwise  as  to 
order  new  maces  under  the  Commonwealth  were  faced  with  the 
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6  &  7-  Silver-gilt  wine-cistern  and  cooler,  maker's  mark  IC,  c. 
1670:  52  in.  high  and  45  in.  wide  respectively.  The  Viscountess 
De  I'lsle. 


8.  Pair  of  i6£  in.  high  silver-gilt  flagons,  maker's  mark  WH 
above  a  crescent,  London  hall-mark  for  1683.  The  City  of 
Portsmouth. 


alternatives  of  adding  the  royal  insignia  or  of  commissioning  a 
new  one.  The  Marlborough  mace  (No.  1)  illustrates  the  former 
policy.  The  Royal  Arms  and  a  crown  were  added,  and  the  in- 
scription THE  FREEDOM  OF  ENGLA\T)  BY  GODS  BLES- 
SIXG  RESTORED  1652  made  orthodox  by  changing  the  date 
to  1660.  The  people  of  Abingdon  seem  to  have  opted  immedi- 
ately for  a  new  mace  as  it  bears  the  date  1660  (No.  2). 

A  number  of  exhibits  derive  from  the  expensive  process  of 
refurnishing  the  palaces  which  had  been  despoiled  during  the 
Commonwealth.  Though  the  well-known  silver  furniture  has 
been  graciously  loaned  by  Her  Majesty  the  Queen  from  Windsor 
Castle,  other  pieces  come  from  noble  collections.  Thus  the  Duke 
of  Buccleuch  has  loaned  a  pair  of  sconces  (No.  3),  Earl  Brownlow 
a  pair  of  andirons  (No.  4),  and  from  the  Earl  of  Lonsdale  has 
come  a  caddinet  (No.  5).  Charles  II  would  appear  to  have  tried  to 
introduce  into  England  some  of  the  elaborate  dinner  ritual  which 
he  had  observed  in  exile  at  the  court  of  Louis  XIV.  The  caddinet 
(French  Cadenas)  consisted  of  an  oblong  tray  on  which  a  napkin 
was  laid,  having  at  one  end  a  box  for  a  salt-cellar  and  another  for 
a  knife,  fork  and  spoon.  Unfortunately  the  arms  on  Lord 
Lonsdale's  example  {No.  5)  are  those  of  William  and  Mary  as  it 
was  the  practice  of  the  Jewel  House  to  bring  the  Royal  Plate  up  to 
date  at  each  accession.  Though  the  cadenas  ritual  meant  a  lot  m 


France,  it  did  not  appeal  to  English  taste.  In  England  the  cad- 
dinet only  appeared  at  the  coronation  banquets  in  Hanoverian 
times.  The  two  belonging  to  Lord  Lonsdale  appear  to  have  been 
sold  from  the  Royal  Plate  in  1808,  when  it  became  urgent  to  find 
money  for  the  support  of  the  Princess  of  Wales  without  giving 
Parliament  an  opportunity  to  discuss  her  husband's  debts.  It 
seems  likely  that  the  other  pieces  of  Charles  II  plate  may  have  a 
similar  story. 

Since  the  number  but  not  the  size  of  the  exhibits  was  the  limit- 
ing factor,  the  majority  of  the  pieces  are  on  the  large  side.  The 
wine-cistern  lent  by  Viscountess  De  I'lsle  (No.  6)  must  be  the 
biggest  piece  of  solid  Charles  II  silver  still  surviving.  Together 
with  its  cooler  (No.  7)  it  testifies  to  the  extravagant  use  of  silver 
at  this  period.  Its  original  owner,  Philip  Stanhope,  2nd  Earl  of 
Chesterfield,  was,  moreover,  a  person  of  no  great  importance 
who  held  only  minor  court  appointments. 

Though  in  the  main  the  plate  of  the  Restoration  period  is 
linked  closely  with  that  of  the  eighteenth  century,  certain  pieces 
recall  the  preceding  age.  If  a  pair  of  large  flagons  (then  known  as 
livery  pots),  formed  part  of  the  furnishing  of  the  dresser  in  the 
Great  Hall  in  Tudor  and  Early  Stuart  times,  by  the  Restoration 
these  had  become  obsolete  in  the  home ;  since  the  great  hall  had 
been  abandoned  in  favour  of  the  dining  room.  Though  flagons 


10 


9-  Silver-gilt,  22^  in.  high,  standing  cup,  maker's  mark  FL  above  a 
bird,  London  hall-mark  for  1665.  The  City  of  Oxford. 

10.  One  of  a  pair  of  silver-gilt,  16  in.  high,  standing  cups,  maker's 
mark  IH  above  a  fleur-de-lis,  London  hall-mark  for  1681.  The  City 
of  Nottingham. 

11.  One  of  a  pair  of  8  in.  wide  silver  octagonal  salvers,  maker's 
mark  I  B  between  six  pellets,  c.  1680.  Lady  Benson. 

12.  Silver  cup  and  cover,  7J  in.  high,  maker's  mark  TK  above  a 
rosette,  London  hall-mark  for  1672.  The  Borough  of  Okehampton. 


mtinued  to  be  made  for  church  use,  the  only  secular  ones  were 
tended  for  corporations  and  livery  companies.  A  magnificent 
tir  (No.  8)  has  been  loaned  by  the  City  of  Portsmouth,  which 
ceived  them  from  the  notorious  Louise  Renee  de  Querouaillc 
horn  Charles  rewarded  with  the  title  of  Duchess  of  Ports- 
outh. 

The  traditional  form  of  standing  cup  had  its  last  flowering  at 
is  time  and  is  represented  by  examples  showing  the  principal 
yles  in  vogue.  The  more  ornate  is  illustrated  by  one  (No.  9) 
ceived  by  Sir  Sampson  White  as  his  fee  for  serving  in  the 
otelry'  at  the  coronation  banquet,  a  traditional  privilege  of  the 
ayors  of  Oxford.  A  simpler  version  is  shown  by  a  cup  (No.  10) 
hich  is  one  of  a  pair  presented  to  the  City  of  Nottingham  by 
enry  Cavendish,  2nd  Duke  of  Newcastle.  The  'Spanish 
mbassador's  Cup'  of  1680  from  New  College,  Oxford,  is  of 
isically  the  same  design  but  with  an  all-over  matted  decoration, 


whilst  the  Normansell  Cup  of  1683  from  the  Wax  Chandlers' 
Company  gives  a  chinoiscrie  version. 

The  last  form  of  decoration  is  well  represented  by  a  ginger-jar 
of  1685  and  a  pair  of  vases  of  1688  from  the  Duke  of  Rutland;  a 
monteith  of  1684  from  King's  College,  Cambridge;  and  a 
tankard  of  1678  and  a  pair  of  salvers  of  about  the  same  date  from 
Lady  Benson.  One  of  these  (No.  1  r)  is  illustrated  as  it  is  a  perfect 
example  of  its  sort. 

Though  most  of  the  pieces  mentioned  illustrate  the  more 
elaborate  forms  of  decoration,  the  simpler  ones  are  also  very  well 
represented.  Amongst  these  may  be  included  a  charming  two- 
handled  cup  with  a  cover  which  can  be  reversed  and  used  as  a 
stand  (No.  12).  It  has  the  1672  hall-mark  and  is  lent  by  the 
Borough  of  Okehampton.  It  is  the  best  example  in  the  exhibition 
of  the  use  of  cut  card  decoration,  as  the  effective  decoration  of  the 
lids  of  the  Portsmouth  flagons  is  only  visible  on  close  inspection. 


II 


I.  London  Delftware  dish,  13  in.  diameter,  c.  1662,  painted  in 
blue  with  Charles  II  and  Catherine  of  Braganza  and  in- 
scribed C  R,  Q  K  (No.  321  in  Exhibition).  Loaned  by  the 
Victoria  and  Albert  Museum. 


2.  Gilt  side  table  decorated  with  'Bantam  Work'  (incised 
lacquer),  31J  X  47  X  26  in.,  c.  1685  (No.  458).  Colonel  N.  R. 
Colville. 


3.  Ebonised  table  mounted  with  silver  plaques,  30  X  46  x 
26  in.,  c.  1675-80,  the  central  oval  plaque  chased  with  rose, 
tulip  and  leaf  ornament  enclosing  an  applied  cypher  FC  and 
M  reversed  and  Earl's  coronet  (for  Frances  Cranfield, 
daughter  and  heiress  of  Lionel,  Earl  of  Middlesex)  (No.  74). 
Lord  Sackville. 


Furniture  of 
Charles  II' s  Reign 

at  Burlington  House 


Ralph  Edwards 


j1" 


WHEN  Charles  II  returned  from  exile  in  May  1660,  he 
brought  in  with  him  'a  politer  way  of  living'  as  Evelyn 
observed  in  his  Diary,  looking  backward  at  the  end  of  the  reign. 

The  examples  of  the  decorative  arts  included  in  the  Winter 
Exhibition  at  the  Royal  Academy  vividly  suggest  what  this 
change  in  domestic  conditions  implied  and  how,  with  the  sudden 
ending  of  the  austerities  imposed  by  the  Civil  War  and  Inter- 
regnum, this  'politer  way  of  living'  in  a  profuse  and  pleasure- 
loving  society  soon  'passed  to  luxury  and  intolerable  expense'. 

The  'Glorious  Restoration'  ushered  in  the  first  and  most  inten- 
sive phase  of  English  Baroque,  an  international  style  originating 
in  Italy  and  derived  from  the  classic  of  the  Renaissance,  but 
introduced  here  by  the  king  and  his  courtiers  from  France.  There 
in  architecture  and  painting  it  was  soon  to  be  frowned  upon  at 
the  Academies,  though  suiting  the  personal  tastes  and  aims  of 
Louis  XIV,  it  was  later  restored  to  favour  and  throughout  the 
reign  may  be  said  to  have  retained  its  hold  on  the  decorative  arts. 
Lacking  the  highly  organised  central  control  imposed  on  the 


jbelins  by  Colbert  and  LeBrun,  the  English  version  is  at  first  a 
fher  tentative  and  experimental  interpretation  of  Baroque,  yet 
its  rejection  of  classic  order  and  thorough  exploitation  of  plastic 
rm  it  proclaims  its  affiliation  to  the  parent  style,  mixing  with 
e  essential  characteristics  elements  of  the  fantastic  and  grotesque. 
The  examples  of  furniture  and  the  other  decorative  arts  at 
irlington  House  provide  a  synopsis  of  the  prevailing  style  in  its 
rious  manifestations  throughout  the  reign,  mainly  reflecting 
e  taste  of  the  Court  and  governing  class.  Their  lavish  patronage 
t  a  standard,  which  though  largely  modified,  or  freely  adapted, 
r  those  unable  to  afford  the  'intolerable  expense'  determined 
e  general  character  of  the  production;  so  that  these  objects  in 
any  different  categories  and  varying  greatly  in  quality,  have  an 
imistakable  family  likeness  and  all  clearly  conform  to  the  gov- 
ning  style.  Within  a  brief  period  Baroque,  so  congruous  with 
e  aims  of  absolute  monarchy  and  an  age  of  carnival,  triumphed 
rer  the  whole  decorative  field.  The  works  of  English  artists 
d  craftsmen,  though  never  so  closely  integrated  as  in  France,  and 
:king  the  unifying  factor  of  drawings  and  published  designs 
mred  out  for  the  French  Crown  in  enormous  numbers,  never- 
eless  convey  an  extraordinary  impression  of  stylistic  unity, 
ley  draw  upon  a  common  repertory  of  ornament  which  is 
rrow  in  range:  adapted  to  different  purposes  with  great 
genuity  identical  or  very  similar,  motifs — cornucopia,  flowers, 
ait,  winged  putti  and  acanthus — are  found  in  Carolean  furniture, 
Ktiles,  silver  plate  and  plasterwork. 

At  Burlington  House,  while  the  paintings  and  miniatures  of 
e  period  are  shown  on  a  quite  unprecedented  scale  and  would 
:>ne  make  the  Exhibition  memorable,  every  aspect  of  post- 
;storation  art  is  represented,  with  the  unavoidable  exceptions 

mural  painting  and  the  great  decorative  schemes  in  pear  and 
ne  wood  of  Grinling  Gibbons  and  his  school ;  of  which  the 
isence  inevitably  detracts  something  from  the  full  concentration 

baroque  effect. 

In  a  brief  notice  it  is  only  possible  to  glance  at  the  decorative 
ts  of  the  Carolean  age  in  general,  but  we  may  single  out  a  few 
:amples  of  the  furniture  in  the  Exhibition,  with  a  preference  for 
ose  which  exhibit  the  style  in  'its  most  advanced  degree'. 
Of  the  prodigal  luxury  of  the  Court  furniture  covered  with 
ates  of  silver  richly  embossed  and  chased  is  perhaps  the  most 
riking  memorial;  and  one  in  which  Restoration  taste  hovered 
:rilously  on  the  borderline  between  magnificent  and  vulgarity. 


It  was  no  novelty:  Evelyn  had  noted  such  furniture  in  Italian 
palaces  more  than  twenty  years  earlier,  and  Charles  I  possessed  'a 
Table  and  Frame  all  layed  over  with  silver'.  The  fashion  was 
introduced  here  from  the  French  Court,  and  the  apartments  of 
the  Duchess  of  Portsmouth,  the  King's  notoriously  extravagant 
mistress,  were  plentifully  supplied  with  silver  furniture.  All 
the  prodigious  accumulations  of  Louis  XIV  and  his  Courtiers 
were  melted  down  when  incessant  wars  had  emptied  his 
Treasury,  but  here  the  vogue  is  still  commemorated  by  some  tew 
survivals.  At  Knole  there  is  a  whole  set,  a  table,  mirror,  stands 
and  sconces  made  for  that  Maecenas,  the  6th  Earl  of  Dorset,  while 
at  Windsor  there  are  several  splendid  examples.  The  centre  table 
given  to  Charles  by  the  Citizens  of  London  in  1670  and  a  mirror 
bearing  the  Royal  cypher  (Nos.  61  and  60),  still  richer  and  more 
fanciful  in  ornament,  have  been  graciously  lent  by  Her  Majesty. 
This  enrichment  with  silver  is  most  effective  when  it  is  foiled  by 
a  background  of  ebony,  as  in  another  set  at  Knole  of  which  the 
table  is  illustrated  (Fig.  3). 

Marquetry,  lacquer  and  japanning  helped  to  gratify  the  passion 
for  colour  so  characteristic  of  post-Restoration  taste.  At  first  in  the 
marquetry  the  influence  of  Dutch  craftsmen,  through  whom 
mainly  the  technique  was  acquired,  is  very  perceptible  in  the 
rather  coarse  polychromatic  inlay  with  its  strong  contrasts  of 
tone,  but  later  the  cutting  becomes  noticeably  finer,  the  colour 
more  harmonious  and  restrained.  Here,  among  a  number  of  fine 
examples,  the  mirror,  table  and  stands  decorated  with  floral 
marquetry  from  Wilton  are  particularly  notable  as  a  rare  survival 
of  a  complete  set  (No.  95).  A  parquetry  of  laburnum,  olive  or 
lignum  vitae,  cut  from  the  branches  and  arranged  symmetrically, 
was  sometimes  adopted  instead  of  marquetry — a  less  showy  but 


4.  Silver  centre  table,  31^  X  4l£  X  27.^  in.,  1670.  The  elaborate 
silver  embossing  on  the  top  centres  in  the  royal  crown  and 
cypher  of  Charles  II.  Given  to  the  King  by  the  citizens  of 
London  in  1670  (No.  61).  Her  Majesty  the  Queen. 

5.  Centre  table,  31^  X  45  X  29^  in.,  c.  1685,  carved  and 
veneered  with  maplewood,  parcel-gilt,  the  top  inlaid  with  a 
strapwork  of  silver;  showing  strong  French  influence  (No. 
37).  The  Trustees  of  the  Chatsworth  Settlement. 
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very  attractive  form  of  decoration.  Of  this  treatment,  a  cabinet, 
one  of  a  pair  from  Windsor  Castle  (No.  479,  Fig.  6),  is  a  most 
notable  specimen,  the  laburnum  veneer  being  cut  to  display  the 
sap  wood  near  the  bark.  Lavishly  mounted  with  embossed  silver, 
both  the  central  door  and  the  pendant  below  bear  the  monogram 
of  Queen  Henrietta  Maria.  These  splendid  cabinets  probably 
formed  part  of  the  furnishings  of  Somerset  House,  the  palace 
which  the*  Queen  occupied  for  five  years  after  the  Restoration, 
and  were  subsequently  given  by  her  to  Henry  Jermyn,  Earl  of 
St.  Albans,  to  whom  gossip  alleged  she  had  been  secretly 
married. 

Lacquered  furniture  imported  from  the  Orient  and  the  English 
japanned  imitations,  are  the  most  conspicuous  surviving  proofs 
of  the  craze  for  Chinoiserie  and  Orientalia  which  set  in  at  this 
time  in  England,  Holland  and  France. 

Cabinets  were  mounted  on  gilded  or  silvered  stands,  which 
with  their  boldly  scrolled  supports  and  deep  aprons  lavishly 
carved  with  putti  and  foliage,  are  quintessential  expressions  of  the 
Baroque.  In  a  pair  of  cabinets  (No.  68)  the  doors  are  decorated 
with  admirably  drawn  polychrome  bouquets  of  flowers  in  vases, 
a  motif  seldom  seen  in  Late  Stuart  japanning  and  here  carried  out 
with  a  rare  degree  of  accomplishment.  In  the  stands  of  two  cabi- 
nets from  The  Vyne  (Nos.  78  &  91),  on  which  the  silvering, 
having  been  painted  over,  has  lately  been  restored,  instead  of  the 
more  usual  coarsely  modelled  terminal  female  figures,  the  scrolled 
supports  finish  in  cherubs'  heads.  But  though  the  stands  are 
similar  in  design,  they  differ  appreciably  in  detail,  showing  with 
what  resource  the  carvers  varied  stock  ornaments  in  their 
repertory.  The  supports  of  a  gilt  centre  table  (No.  458,  Fig.  2) 
again  are  carved  with  the  cherub  motif,  the  top  and  frieze  being 


an  outstanding  example  of 'Bantam  Work',  the  English  imitation 
of  incised  lacquer,  which  Stalker  and  Parker  assured  readers  of 
their  Treatise  of  Japanning  was  'almost  obsolete  and  out  oi 
fashion'  in  the  year  of  its  publication  (1688). 

There  is  a  number  of  chairs,  some  richly  upholstered,  with  the 
frames  gilded  or  of  carved  walnut,  the  fashionable  wood.  On 
post-Restoration  walnut  chairs  with  carved  backs  and  seats  a 
crown  held  up  by  putti  on  crestings  and  front  stretcher  are  the 
salient  ornaments  and  an  indication  of  native  origin,  as  on  Dutch 
examples  their  place  is  taken  by  an  eagle  displayed  or  foliated 
scrolls  in  association  with  a  distinct  type  of  turning;  though 
entries  in  the  Lord  Chamberlain's  accounts  of  chairs  with  frames 
'of  the  Dutch  turning'  show  that  the  nationality  may  be  difficult 
to  determine.  The  function  of  some  of  the  more  elaborate  chairs 
in  palaces  and  great  houses  was  primarily  decorative  rather  than 
utilitarian,  the  most  conspicuous  examples  being  the  armchair 
carved,  painted  and  gilt,  bearing  the  arms  of  Charles  and  Queen 
Catherine,  and  another  not  much  less^ostentatious,  said  to  have 
been  given  by  the  King  to  St.  John's  College,  Cambridge  (No 
446,  Fig.  11  &  No.  444).  The  gilt  armchairs  of  the  period  are 
well  represented  by  well-known  examples  from  Ham  House  and 
the  Venetian  Ambassador's  Room  at  Knole  (Nos.  428  &  481), 


>.  One  of  a  pair  of  cabinets,  mounted  with  embossed  silver, 
'5i  X  59  X  19^  in.,  c.  1665,  veneered  with  'oyster  pieces'  of 
aburnum.  The  central  door  of  the  upper  stage  bears  the 
nonogram  of  Queen  Henrietta  Maria  (No.  479).  Her 
Aajesty  the  Queen. 

'.  Japanned  cabinet  on  carved  and  silvered  stand,  65  \  42  x 
1  in.,  c.  1685  (No.  78).  The  National  Trust  (The  Vyne :  see 
Fhe  Connoisseur,  June,  i960). 

.  Limcwood  carving  of  a  snipe,  lace  cravat,  foliage  and  a 
ncdalHon  portrait,  23  x  14  in.,  attributed  to  Grinling 
Gibbons.  The  medallion  bears  a  resemblance  to  portraits  of 
Sibbons  by  Kneller  and  Closterman  (No.  435).  The  Chats- 
i'orth  Settlement. 

1.  Table  clock  by  Ahasuerus  Fromanteel,  height  14  in.,  c. 
665-70,  ebony  veneered,  with  gilt  mounts  (No.  467).  R.  T. 
Iwynn  Collection  (see  The  Connoisseur,  June,  1959). 


vhile  another  from  Burghley  (No.  478,  Fig.  12)  is  carved  with 
.ngcls  blowing  trumpets  on  the  front  stretcher,  and  decorated 
vith  floral  sprays  in  colour,  like  a  pair  of  very  similar  armchairs 
brmerly  in  the  State  Bedroom  at  Glenham  Hall,  Suffolk.  This 
notif  of  trumpeting  angels  seems  to  have  been  employed  only 
>y  Thomas  Roberts,  who  supplied  furniture  to  the  Crown  during 
Dharles  II's  reign.  It  is  also  found  on  the  Knole  armchairs. 

Mirror  frames  carved  in  limcwood  like  one  from  Burghley 
louse  (No.  456,  Fig.  10)  afford  a  microcosm  of  the  Grinling 
jibbons  style,  the  naturalistic  elements  of  the  interior  decorative 
chemes  of  Gibbons  and  his  followers  being  skilfully  adapted  to 
be  smaller  scale.  It  was  the  sleight  of  hand  illusionism  by  which 
the  art  arrived  ever  at  deception'  and  the  imitation  of  one  matcr- 
al  by  another,  that  won  the  admiration  of  Gibbons'  contcmpor- 
iries  and  later  of  Horace  Walpolc,  but  he  was  also  a  gifted  designer 
vith  a  sure  instinct  for  decorative  effect.  No  frames  of  the  kind 


can  be  attributed  to  Gibbons  on  documentary  evidence,  but  a 
picture  frame,  formerly  in  Horace  Walpole's  collection  at 
Strawberry  Hill  and  enclosing  a  'conversation  piece'  of  Sir 
Robert  Walpole  and  his  first  wife,  which  is  now  in  the  possession 
of  Mr.  W.  S.  Lewis  in  America  (Dictionary  of  English  Furniture 
revised  edit.  Vol.  Ill,  p.  24.  Fig.  18)  is  of  superlative  quality  and 
may  confidently  be  accepted  as  from  Gibbons'  own  hand.  Natur- 
alism is  one  of  the  many  strands  in  the  complex  web  of  the  style, 
and  Gibbons,  who  flung  his  exuberant,  yet  carefully  co-ordinated, 
decorations  so  lavishly  on  walls,  chimney-pieces  and  door  frames, 
was  unmistakably  a  baroque  artist.  Of  the  panels  composed  of 
dead  birds  and  other  naturalistic  motifs  in  which  he  displays  his 
astonishing  technical  virtuosity,  that  at  Chatsworth  (included  in 
the  Exhibition)  (No.  435,  Fig.  8)  and  another  at  Cullcn  in 
Banffshire  arc  the  most  remarkable.  The  medallion  in  the  Chats- 
worth  carving  bears  a  strong  resemblance  to  portraits  of  Gibbons 
by  Kneller  and  Closterman,  and  may  be  accepted  as  a  self-portrait. 

This  is  merely  a  small  selection  from  an  Exhibition,  in  which 
many  of  the  finest  examples  are  drawn  from  a  few  great  houses — 
Knole,  Boughton,  Burghley  and  Chatsworth,  largely  refurnished 
during  this  period,  and  still  rich  repositories  of  Carolean  art. 
Throughout  the  reign,  and  notably  after  its  close,  classical  in- 
fluences competed  and  sometimes  triumphed  over  baroque, 
insuring  a  greater  regard  for  balance  and  proportion  and  a  more 
reticent  use  of  ornament,  as  in  the  beautiful  centre  table  from 
Chatsworth  (No.  37,  Fig.  5). 

In  directing  attention  to  a  few  of  the  most  ornate  and  character- 
istic examples  of  Restoration  taste  much  that  is  certainly  in  no  way 
inferior  in  beauty  and  interest  has  been  passed  over — notably  the 
fine  group  of  clocks  by  Tompion  and  other  eminent  makers. 
This  was  the  age  of  the  introduction  of  the  pendulum  and  various 
memorable  technical  improvements,  but  the  clocks  in  the  Exhi- 
bition arc  there  primarily  as  works  of  art  and  not  on  account  of 
their  horological  interest. 

There  is  one  conspicuous  but  unavoidable  omission.  The  risks 
involved  prevented  the  inclusion  of  one  of  the  Great  State  Beds  of 
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10.  Mirror  in  carved  and  gilt  frame;  the  inner  border 
japanned  in  black  and  gold,  58^  38^  in.,  c.  1680  (No.  456). 
The  Marquess  of  Exeter. 


1 1 


11.  Walnut  armchair,  52  <  25J  ■  23  in.,  c.  1680.  On  the  crest- 
ing are  the  arms  of  Charles  II  and  of  Catherine  of  Braganza 
(No.  446).  The  Glasgow  Art  Gallery  and  Museum  (Burrell 
Collection). 

12.  One  of  a  pair  of  carved,  gilt  and  painted  armchairs,  40 
24  X  27  in.,  c.  1685,  attributed  to  Thomas  Roberts  (No.  478). 
The  Marquess  of  Exeter. 


the  period  which,  with  their  hangings  of  silk,  velvet  or  embroid- 
er)', plumes  of  ostrich  feathers  at  the  corners  of  the  tester  and  row 
upon  row  of  silk  tasselled  fringe,  are  highly  baroque  in  character, 
and  provided  an  opportunity  for  reckless  expenditure,  the  Crown 
and  great  magnates  sometimes  squandering  sums  equal  to  the 
average  income  of  a  temporal  peer  on  a  single  magnificent  bed. 

The  decorative  arts  of  the  Restoration  at  Burlington  House 
provide  fascinating  contrasts  and  parallels  with  those  of  the  age 
of  Louis  Quatorze,  lately  so  splendidly  shown  at  the  Musee  des 
Arts  Decoratifs  in  Paris.  There  can  be  no  doubt  that  the  style  of 
the  Restoration  was  in  the  main  derived  from  France,  with  an 
appreciable  Dutch  admixture.  If  at  the  outset  there  is  a  lack  of 
finish  and  virtuosity  in  the  English  productions  and  their  makers 
in  Evelyn's  biased  cosmopolitan  view  were  'very  vulgar  and 
pitiful  artists',  befor^  long  our  craftsmen  attained  a  standard  of 
technical  excellence  which,  in  the  same  authority's  judgment, 
was  'equal  to  any  we  meet  with  abroad'. 
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Jamiiel  CoOper:  Some  Hallmarks  of  his  Ability 


raham  Reynolds 


^  AMUEL  COOPER  is  by  no  means  the  only  great 
)  English  artist  who  is  still  awaiting  a  full-scale  study  appropri- 
e  to  his  importance.  But  the  omission  is  all  the  more  singular  in 
s  case,  since  he  alone  of  English  native-born  painters  of  the 
vcntccnth  century  achieved  a  high  Continental  as  well  as  local 
nutation.  Meanwhile  the  assembly  in  the  Small  South  Room 
Burlington  House,  as  a  feature  in  the  Age  of  Charles  II 
chibition  organised  by  the  Royal  Academy,  of  82  miniatures 
id  5  drawings  by  Cooper,  ranging  over  the  whole  of  his  work- 
g  career,  provides  the  impetus  for  a  new  assessment  of  his 
hicvement. 

The  best  general  account  of  Samuel  Cooper's  life  and  work  is 
11  that  given  in  1929  by  Basil  S.  Long  in  his  British  Miniaturists 
p.  81-91).  The  only  major  contributions  to  out  knowledge  ot 
m  from  contemporary  documents  have  been  the  discoveries 
ade  by  Professor  A.  M.  Crino  in  the  records  of  the  Grand  Duke 
osmo  III  of  Tuscany,  and  published  by  her  in  the  Rivista  a" Arte, 
ol.  29  (1954)  and  in  the  Burlington  Magazine,  Vol.  99,  1957. 
om  these  we  get  a  fascinating  glimpse  of  Samuel  Cooper  in 
167,  a  tiny  man,  all  wit  and  courtesy,  as  well  housed  as  Lely, 
ith  his  table  covered  with  velvet;  a  valuable  corroboration 
:  the  personal  descriptions  given  by  Pepys  and  other  contem- 
)raries  from  which  we  know  that  Cooper  was  a  cultivated  and 
ell-travelled  man. 

The  relations  between  Cooper  and  Cosmo  III  did  not  termin- 
e  with  the  painting  of  the  Grand  Duke's  portrait  (now  lost)  and 
le  purchase  of  two  miniatures  for  his  collections  of  portraits  of 
;autiful  women  (probably  the  two  now  lent  from  the  Umzi: 
los.  632,  646).  After  Cooper's  death  he  received  lists  from  his 
rent  of  the  miniatures  left  in  the  possession  of  the  artist's  widow, 
id  the  implications  of  these  lists,  both  in  establishing  the  exist- 
lce  of  certain  portraits  and  in  showing  that  a  great  many  were 
ft  unfinished,  have  yet  to  be  worked  out.  There  is  evidence  in 
le  correspondence  that  copies  of  Cooper's  work  by  other  hands 
3uld  be  obtained  in  his  life-time:  and  immediately  after  his 
sath  the  Grand  Duke's  agents  were  afraid  of  being  imposed  upon 
y  the  works  of  imitators,  while  they  equally  suggested  that  the 
nfinished  miniatures  might  be  completed  by  other  hands.  In 
lother  source  also  awaiting  study,  the  catalogue  of  the  sale  of 
lichael  Rosse  in  1723,  are  the  records  of  many  copies  after 
hooper  by  Mrs.  Rosse.  It  seems,  therefore,  that  there  has  been 
mple  scope  for  confusion  over  the  authentic  works  of  Samuel 
!ooper  in  the  last  three  centuries.  The  only  way  to  make  a 
Dnfident  selection  between  the  genuine,  undamaged  and  un- 
touched specimens  of  his  art,  and  the  many  works  by  other 
ands  which  have  been  enriched  with  false  signatures,  is  to  study  a 
orpus  such  as  this,  in  which  the  general  level  of  quality  is  so  high 
lat  the  hallmarks  of  his  ability  and  style  are  apparent. 
Such  a  corpus  must  depend  most  heavily  on  the  three  collec- 
ons  in  which  Cooper  is  represented  by  many  works,  and  those 
f  high  quality:  that  is,  Her  Majesty  the  Queen's,  the  Duke  of 
'ortland's,  and  the  Duke  of  Buccleuch's.  Although  reinforced 
ecently  by  James  II  (No.  561)  from  the  Sotheby  Collection  and 
Ur  William  Palmer  (No.  643)  from  the  sitter's  family,  the  national 


collection  in  the  Victoria  and  Albert  Museum  cannot  yet  be 
compared  with  any  single  one  of  these  great  accumulations,  so 
far  as  its  representation  of  Cooper  is  concerned. 

One  early  collection,  that  of  Sir  Andrew  Fountainc,  who 
singularly  enough  was  a  friend  of  Cosmo  Ill's,  contained  a 
number  of  important  works  by  Cooper,  but  was  destroyed  by  a 
fire  at  White's  Coffee  House.  There  is  no  evidence  from  which 
we  can  now  judge  how  serious  a  loss  this  may  have  been.  If 
Cooper's  nephew,  Pope,  was  correct  in'  characterising  Fountainc 
as  'False  as  his  Gems,  and  cancer'd  as  his  Coins',  it  may  not  have 
been  so  extensive. 

The  collection  formed  early  in  the  eighteenth  century  by  Lord 
Harley,  later  second  Earl  of  Oxford,  was  more  fortunate  and,  hav- 
ing descended  to  the  Dukes  of  Portland,  is  the  source  for  many 
of  the  finest  miniatures  in  the  present  exhibition.  Among  them 
are  such  peaks  of  the  artist's  achievement  as  the  splendidly 
masculine  Henry  Sidney,  Earl  of  Ronmey  (esteemed  the  handsom- 
est man  of  his  time)  (No.  584),  Sir  Thomas  Tomkyns  (No.  586),  and 
Sir  Frescheville  Holies  (No.  582),  the  misleadingly  genial  Arch- 
bishop Gilbert  Sheldon  (No.  583),  and  the  tender  and  unfinished 
portrait  of  Christina  Cooper  (No.  581),  the  artist's  wife. 

Although  much  of  the  English  Royal  Collection  of  miniatures 
was  formed  in  the  nineteenth  century — the  process  of  its  assembly 
is  hardly  documented  at  all — its  five  most  capital  possessions  were 
in  all  probability  acquired  by  Charles  II  himself:  that  is,  the  large- 
scale  working  sketches  of  Catherine  ofBraganza  (No.  564),  Monck 
(No.  566),  the  Duchess  of  Cleveland  (No.  567),  the  Duchess  of 
Richmond  (No.  565),  and  Monmouth  (No.  568).  At  least  this  is  by 
far  the  most  likely  explanation  of  the  presence  of  these  works ; 
though  there  is  some  mystery  about  the  transaction.  The  year 
after  Samuel  Cooper's  death,  Charles  II  granted  his  widow  an 
annuity  of  ^200  for  life,  there  being  'several  pictures  or  pieces  of 
limning  of  a  very  considerable  value,  which  arc  agreed  to  be 
delivered  into  our  hands  for  our  own  use'.  It  can  scarcely  be 
doubted  that  the  five  large-scale  sketches,  which  included  portraits 
of  the  Queen,  two  of  the  King's  mistresses,  his  idolised  bastard 
Monmouth,  and  Monck,  who  restored  him  to  his  throne,  are 
among  the  works  in  question.  Yet  five  years  later,  in  1677,  the 
same  five  sketches,  together  with  two  now  lost  of  the  former 
Duchess  of  York  and  the  Countess  of  Sunderland,  were  among 
those  offered  to  Cosmo  III  by  his  London  agent  Tcrricsi  from 
Mrs.  Cooper's  possessions.  Probably  the  explanation  is  to  be 
found  in  her  petitioning  the  King  for  payment  of  her  pension  in 
1676;  she  was  holding  the  miniatures  in  pledge  until  she  could  see 
signs  that  the  money  for  them  was  forthcoming. 

The  third  great  collection  of  Coopers — the  Buccleuch  Collec- 
tion— was  formed  during  the  middle  years  of  the  nineteenth 
century  by  the  fifth  Duke  of  Buccleuch,  who  was  remarkably 
successful  in  finding  seventeenth-century  miniatures  of  high 
quality.  It  was  a  time  when  unfortunately  some  of  the  traditions 
of  the  sitters  represented  in  the  portraits  had  been  lost  and  fanciful 
new  names  had  been  supplied  for  them.  But  no  iconographical 
doubts  assail  the  magnificent  sketch-portrait  of  Cromwell  (No. 
588),  the  subject  of  a  remarkable  tribute  by  Walpolc. 
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While  the  selection  at  the  Royal  Academy's  Exhibition  neces- 
sarily draws  heavily  upon  these  collections,  it  owes  a  great  many 
of  its  unfamiliar  items  and  its  sense  of  the  variety  and  originality 
of  Cooper's  ideas  in  portraiture  to  small  loans  of  single  works, 
which  have  often  descended  in  the  families  for  which  they  were 
painted.  The  illustrations  to  this  article  have  been  mainly  drawn 
trom  these  less  well-known  works.  Such,  for  example,  is  the 
portrait  of  Sir  John  Carew  (No.  591),  the  regicide,  'a  republican 
without  guile  and  reproach',  which  shows  that  Cooper  was  as 
capable  of  entering  into  the  uncompromising  sternness  of  the 
extremists  as  he  was  into  the  romantic  loyalty  of  the  Royalists, 
exemplified  in  the  informal  miniature  of  Sir  Justinian  Isham 
(No.  652). 

The  most  perplexing  of  all  the  unresolved  questions  about 
Samuel  Cooper  is  the  determination  of  his  beginnings  as  a  por- 
trait miniaturist,  and  the  establishment  of  any  substantial  and 
credible  body  of  his  early  work.  Samuel  Cooper  was  born  in 
1609;  we  should  expect  that  a  gifted  painter,  capable  of  developing 
into  the  leading  practitioner  of  his  art,  would  show  clear  signs  of 
independence  by  the  time  he  was  25  years  old — that  is  to  say,  in 
this  case,  by  1634.  But,  counting  both  the  miniatures  in  the 
Winter  Exhibition  and  others  not  exhibited,  it  is  questionable 
whether  the  number  of  known  works  which  can  be  assigned  to 
Samuel  Cooper  and  dated  before  1640  exceeds  eight.  He  there- 
fore can  hardly  be  regarded  as  an  artist  with  a  connected  and  con- 
tinuous series  of  datable  works  until  he  was  well  over  30  years  of 
age. 

It  is  recorded  in  Cooper's  earliest  biographies  that  he  was  the 
pupil  and  assistant  of  his  uncle  John  Hoskins;  that  having  excelled 
his  master  he  was  taken  into  partnership;  and  that  eventually, 
throughjealousy,  Hoskins  dissolved  this  partnership ;  and  Cooper, 
setting  up  for  himself,  took  most  of  the  business  with  him.  This 
suggests  that  most  of  Cooper's  work  of  the  1630's  is  indistin- 
guishably  merged  with  that  of  Hoskins;  though  the  critical 
analysis  of  the  latter  does  not  reveal  any  immediate  way  of  dis- 
tinguishing one  hand  from  the  other.  If  it  could  be  accepted  as  a 
work  of  Cooper's,  Major  de  la  Hey's  Henrietta  Maria  (No.  655) 
would  be  a  key  piece.  This  was  shown  at  the  Exhibition  of  British 
Art,  1934,  with  the  approval  of  no  less  an  expert  than  B.  S.  Long 
as  being  probably  a  signed  work  by  Samuel  Cooper.  This 
ascription  was  based  on  the  monogram  SC  in  pencil  or  plumbago 
on  the  prepared  gesso  back.  The  miniature  shows  Henrietta  Maria 
in  the  masque  costume  for  Tempe  Restord  which  she  wore  in  1632 ; 
the  niiniature  was  in  Charles  f  s  collection,  described  by  Vander- 
doort  in  about  1641  as  by  Hoskins.  Certainly  there  is  nothing  in 
the  style  to  separate  it  from  the  signed  work  of  Hoskins  with 
which  we  are  familiar  at  about  this  time — for  instance,  the  por- 
trait of  Henrietta  Maria  in  the  Rijksmuseum  and  that  of  Catherine 
Bruce,  Countess  of  Dysart  at  Ham  House.  Since  a  careful  examin- 
ation of  the  supposed  signature  on  the  back  suggests  that  it  was 
added  after  the  deep  cracks  had  appeared  in  the  gesso  surface,  and 
that  some  of  the  black  lead  entered  into  the  crevices  of  those 
cracks,  the  most  acceptable  explanation  seems  to  be  that  the 
monogram  is  a  later  addition,  and  that  the  miniature  does  not 
provide  any  good  evidence  for  Cooper's  early  style. 

We  are  still  left  with  a  few  works  which  can  be  assigned  to  the 
1630's.  The  most  important  of  these  is  the  half-length  miniature 
portrait  of  Margaret  Lemon  in  men's  clothes,  which  was  lent  by 
M.  Lugt  to  the  Royal  Academy's  Winter  Exhibition  of  1956. 
There  can  be  no  disputing  the  authenticity  of  the  miniature  or 
the  identity  of  the  sitter,  since  the  work  is  signed  on  the  front,  and 
also  bears  on  the  front  the  sitter's  name,  written  by  the  artist  in 
interlaced  letters.  Margaret  Lemon,  the  mistress  of  Van  Dyck, 


broke  off  her  relationship  with  him  when  he  married  in  1639; 
and  the  evidence  of  the  costume  in  any  case  points  to  a  dating  of 
c.  1635  for  this  ambitious  piece,  already  far  removed  from  Hos- 
kins' more  conservative  and  less  forceful  style,  and  characteristic 
of  the  work  which  was  to  follow  it.  Other  miniatures  in  the  Ex- 
hibition which  may  be  grouped  in  the  same  decade  are  The 
Queen's  Unknown  Man  (No.  601),  in  which  the  fine  costume  and 
the  signature  are  well  preserved  although  the  face  and  background 
have  been^  largely  repainted;  the  Robert  Devereux,  Earl  of  Essex 
(No.  599),  also  from  The  Royal  Collection,  and  Henry  Rich 
Earl  of  Holland  (No.  597)  from  Ham  House.  From  the  begmnin 
of  the  1640's,  we  have  the  portrait  from  the  Mauritshuis  whic 
has  recently  been  found  to  be  signed  and  dated,  and  to  be  base 


1.  Lord  Clifford  of  Chudleigh.  On  vellum,  oval,  3  J  x  2|  in.,  signed  SC  (mono- 
gram) and  inscribed  at  the  back  by  the  artist:  Sr  Thomas  Clifford  1672.  JEta: 
42  Sam :  Cooper  fecit.  Lent  to  the  Royal  Academy  Winter  Exhibition  by  Lord 
Clifford  of  Chudleigh. 

upon  Van  Dyck's  portrait  of  George  Gordon,  2nd  Marquess  of 
Huntley  (No.  595).  Unfortunately  the  last  figure  of  the  date  is  un- 
clear; but  it  appears  to  read  1640.  This  must  be  one  of  the  last  of  a 
small  series  of  copies  by  Cooper  after  Van  Dyck.  Their  existence, 
no  less  than  the  portrait  of  Van  Dyck's  mistress,  Margaret 
Lemon,  gives  ample  first  hand  evidence  for  the  view  which  has 
been  held  from  the  seventeenth  century  onwards  that  Cooper 
formed  his  style  by  the  study  of  Van  Dyck. 

After  this  troublesome  early  period  we  get  into  easier  con- 
ditions for  the  last  thirty  years  of  Cooper's  life ;  these  are  sign- 
posted by  dated  works  for  most  years  between  1642  and  1672. 
The  artist's  friendships  with  Hobbes,  Petty  and  other  rebellious 
spirits  of  the  age  did  not  impel  him  to  spend  the  years  of  the 
Civil  War  abroad.  He  certainly  travelled  and  became  conversant 
with  many  languages,  but  this  tour  seems  to  have  taken  place 
earlier.  The  years  of  his  uninterrupted  success  begin  with  the  out- 
break of  the  Great  Rebellion.  There  is  a  particular  type  of  por- 
trait which  we  characterise  as  his  Civil  War  or  Commonwealth 
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2.  A  Man,  called  William  Lenthall.  On 
vellum,  oval,  2f  X  2\  in.  Geoffrey 
Manning,  Esq. 


i 


3.  A  Lady,  called  Elizabeth  Claypole. 
Vellum,  oval,  2|  x  2^  in.  Signed  and 
dated  1653.  The  Trustees  of  the  Chatsworth 
Settlement. 


4.  Sir  Justinian  Isham.  Vellum,  oval,  i\  x 
2  in.  Signed  and  dated  1653.  Sir  Gyles 
Isham,  Bt. 


5.  Richard  Wiseman.  Vellum,  oval,  signed 
and  dated.  The"T)uke  of  Rutland. 


6.  Frances  Manners,  Countess  of  Exeter. 
Vellum,  oval,  3$  X  2$  in.  The  Marquess 
of  Exeter. 
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7-  Mrs.  Hoskins.  Chalk,  II  x  9  in.,  signed  S.  C.  and 
inscribed.  A.  H.  Harford,  Esq. 

8.  The  verso  side  to  A  Dead  Child :  portrait  of  a  man, 
7  X  5  in.  A.  H.  Harford,  Esq. 


type,  almost  completely  devoid  of  colour  on  background  or 
costume — the  costume  often  enough  being  armour — and  austere 
in  expression  and  interpretation.  Of  these  portraits,  that  of  Robert 
Dormer  (No.  644),  for  which  the  artist  was  paid  jTiz  in  1650  is  a 
typical  example.  The  larger  miniature  of  the  Royalist,  Lord 
Belasyse  (No.  605),  presenting  a  more  engaging  version  of  this 
austerity,  is  relieved  by  its  background  of  landscape  and  sky. 

Even  before  the  Restoration  there  are  signs  of  Cooper's 
response  to  a  more  colourful  type  of  dress  and  an  increased 
gamut  of  tone  in  his  backgrounds.  But  with  the  return  of  the 
Court  and  the  development  of  luxurious  personal  expenditure 
there  was  far  more  scope  for  the  full  bravura  of  his  style,  inter- 
preting the  beribboned  courtiers  in  their  splendid  Persian  vests 
and  the  ladies,  relatively  simply  dressed  (except  when  they  wore 
male  costume,  as  they  were  fond  of  doing)  but  with  coiffures 
constructed  of  the  most  complex  systems  of  ringlets. 

Even  when  confronted  with  this  magnificent  excess,  Cooper 
emphasised  the  more  serious  and  fundamental  aspects  of  his 
sitter's  personality.  When  faced  with  a  courtly  survivor  of  the 
reign  of  Charles  I  moving  a  disapproving  model  of  integrity  in 
the  midst  of  the  frivblity  of  Charles  II' s  making — as  he  was  with 
Southampton  (No.  580),  the  ailing  man  who  undertook  the 
thankless  duties  of  Lord  High  Treasurer  for  the  first  seven  years 


of  the  new  reign — he  was  fully  able  to  enter  into  his  sitter's 
earnestness  and  sense  of  purpose. 

In  the  midst  of  his  praise  Horace  Walpole  formulates  or  re- 
peats two  criticisms  of  Cooper  which  have  remained  current: 
that  he  was  not  as  successful  with  feminine  portraits  as  with  male 
ones,  and  that  he  was  not  adept  at  drawing  the  figure  and  the 
drapery.  As  a  corollary  to  the  second  he  considers  that  this 
supposed  insufficiency  with  any  part  but  the  face  accounts  for  the 
large  number  of  miniatures  left  unfinished  by  the  artist. 

To  consider  his  portraits  of  women  first,  it  is  true  that  he  does 
not  seek  to  emphasise  the  fenuninity  of  his  sitters,  as  that  quality 
is  conventionally  regarded.  It  is  also  true  that  when  Pepys  com- 
missioned Cooper  to  paint  the  portrait  of  his  wife  in  1668  he 
was  not  satisfied  with  the  likeness.  We  have  no  means  of  judging 
the  latter  point,  on  which  the  opinion  of  relatives  of  a  sitter  must 
be  a  substantial  but  not  necessarily  a  decisive  witness;  for  even 
the  closest  friend  may  have  viewed  portraits  of  familiar  faces 
through  the  eyes  of  Lely  or  Huysmans  and  have  been  dis- 
satisfied if  they  did  not  conform  to  the  same  conventions. 

Cooper's  greatest  test  as  a  painter  of  women  came  with  the 
command  to  paint  the  mistresses  of  Charles  II.  It  can  hardly  be 
doubted  that  he  has  succeeded  in  the  remarkable  portrait  sketch 
of  Barbara  Villiers,  Duchess  of  Cleveland  (No.  567)  and  in  the 
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pnpleted  miniatures  he  based  upon  it  (for  instance,  No.  563). 
lis  portrait  is  quite  consistent  with  other  painters'  view  of 'the 
jy'  but  conveys  the  impression  of  a  beauty  which  is  not 
ways  to  be  found  in  other  renderings  of  her  features.  Whereas 
was  objected  that  Lcly  introduced  Cleveland's  melting  eye  into 
.  his  portraits  of  Court  beauties,  Cooper  confined  himself  to 
cording  it  in  her  case  where  it  really  existed,  and  looking  afresh 
the  others.  So  when  he  came  to  paint  Cleveland's  most 
ngerous  rival  Frances  Teresa  Stuart,  Duchess  of  Richmond  (No. 
15),  he  evoked  an  entirely  dissimilar  image  of  her,  with  rounded, 
gular  features,  a  more  open  and  less  lecherous  gaze.  Comparing 
e  two  portraits  we  can  believe  in  the  vast  temperamental 
fference  between  the  ambitious  grasping  Cleveland  and  the 
volous,  good-hearted  Richmond.  His  portrayal  of  the  un- 
rtunate  Queen  Catherine  of  Braganza  (No.  564)  steers  a  middle 
urse  between  the  contemporary  reports  which  describe  her  as 
;ly — 'a  bat,  instead  of  a  woman' — and  those  which  call  her 
•vely  and  agreeable'.  Her  swarthy  complexion  and  projecting 
;th  are  not  too  much  concealed  in  the  interests  of  Court 
ttery. 

Much  earlier  than  this  Cooper  had  produced  such  sympathetic 
•rtraits  as  Lady  Carew  (No.  589)  and  Frances,  Countess  of  Exeter 
fo.  594) ;  and  when  he  is  drawing  a  lady  of  great  character,  as 
ary  Fairfax  (No.  570),  or  a  genial  fat  body,  as  the  Unknown 
\dy  (No.  572),  also  in  the  Buccleuch  Collection,  the  strength  of 
ill  or  the  humanity  come  out  with  unimpaired  effect.  It  seems 
inecessary  to  defend  Cooper's  paintings  of  women  further 
an  by  pointing  to  these  successful  examples  of  it. 
Walpole's  second  charge  was  formulated  with  some  exactness 
r  Cooper's  first  biographer:  'His  pencil  was  generally  con- 
led  to  a  head  only;  and  indeed  below  that  part  he  was  not 
ways  so  successful  as  could  be  wished'.  Insofar  as  this  judgment 
s  been  supposed  to  be  supported,  as  it  was  by  Walpole,  by  the 
:ge  number  of  his  unfinished  miniatures,  it  rests  on  a  mis- 
tderstanding  of  the  evidence.  The  unfinished  work  left  by 
Doper  falls  into  two  distinct  categories.  The  most  important 
oup — the  five  in  the  Royal  Collection  and  the  Cromwell  in 
e  Buccleuch  Collection — were  quite  obviously  his  working 
etches  for  portraits  which  required  frequent  repetition.  Yet 

hard  was  this  for  an  earlier  age  to  understand  that  a  legend 
tually  grew  up  round  the  Cromwell,  asserting  that  it  was  an 
tauthorised  copy  confiscated  by  the  Protector  before  it  could 

completed.  The  second  and  larger  group  of  urifmished  mini- 
ares  consists  simply  of  all  those  which  Cooper  had  not  had  time 

complete  before  he  died.  Particularly  towards  the  close  of  his 


life  the  artist  was  hard  pressed,  pursued  even  in  spite  of  his  high 
prices  by  more  commissions  than  he  knew  how  to  fulfil.  In  1668 
the  Grand  Duke  Cosmo  III  was  told  that  Cooper  would  take 
four  years  to  deliver  any  repetitions  of  the  portraits  of  beautiful 
ladies  ordered  from  him,  since  he  had  so  much  work  on  hand. 
Accordingly  it  is  not  surprising  to  read  in  the  list  sent  to  Tus- 
cany of  the  miniatures  left  in  Cooper's  studio  after  his  death  the 
constant  repetition  of  such  phrases  as  'faccia  finita,  et  il  resto 
abbozzato'.  This  only  shows  that  Cooper  followed  the  customary 
practice  of  painting  the  features  of  his  sitters  from  the  life,  leaving 
the  drapery  and  background  to  be  painted  as  he  had  leisure. 

That  he  could  paint  half-length  figures  with  full  assurance  is 
shown  not  only  by  the  early  Margaret  Lemon,  but  also  by  the 
most  ambitious  miniatures  of  his  later  years :  the  Charles  II  from 
Goodwood  and  the  Mauritshuis  (Nos.  576,  562),  the  Earl  of 
Shaftesbury  (No.  633),  and  the  Frances  Teresa  Stuart  in  male 
costume  (No.  585),  all  of  which  are  tours-de-force  in  their  rendering 
of  elaborate  costume  and  their  command  of  posture. 

Four  recently  discovered  drawings  by  Samuel  Cooper,  two 
of  which  are  here  illustrated  help  to  confirm  his  competence 
as  a  draughtsman.  These  were  found  among  a  large  group  of 
seventeenth-century  drawings  belonging  to  Mr.  A.  H.  Harford, 
and  traditionally  described  as  by  'Gibson'.  One  of  the  two  por- 
traits of  Mrs.  Hoskins  (No.  576)  is  signed  by  Cooper,  and  may 
well  represent  his  aunt,  John  Hoskins'  wife.  Another,  not 
visible  in  the  Exhibition  since  it  is  on  the  back  of  the  touching 
drawing  of  the  dead  child,  appears  to  represent  the  artist's 
'cousin  Jack' — John  Hoskins  junior — and  although  truncated  is  a 
spirited  and  forceful  portrait  sketch.  Since  only  two  drawings  by 
Cooper  were  known  before  these  came  to  light  they  are  a 
valuable  addition  to  our  knowledge  of  this  part  of  his  activities, 
and  help  to  bear  out  the  comment  made  by  Norgate  in  about 
1648:  'Those  (crayon  drawings)  made  by  the  Gentile  Mr. 
Samuel  Cooper  with  a  white  and  black  Chalke  upon  a  Coloured 
paper  are  for  likenes,  neatnes,  and  roundnes  ahastanza  da  fare 
stupire  e  maravigliare  ogni  acutissimo  ingegno'. 

Like  a  later  great  and  original  English  painter,  John  Con- 
stable, Samuel  Cooper  rejected  the  mannerisms  of  his  age.  He 
did  not  impose  the  conventional  mask  upon  Ins  sitters,  but  saw 
them  as  they  really  were  and  revealed  their  inward  characteristics 
in  painting  them  with  that  searching  and  creative  honesty.  And, 
again  like  Constable,  his  originality  is  such  that  every  new  piece 
of  his  is  a  fresh  challenge  to  the  observer ;  because  it  is  an  actual 
interpretation  of  the  person  by  a  penetrating  and  sympathetic 
observer,  it  makes  a  new  demand  upon  the  viewer. 
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Southwark  (Alias  Lambeth)  Delftware 
and  the  Potter,  Christian  Wilhelm:  2 


Hugh  Tait 


IN  Part  i  of  this  article  (September,  i960)  I  presented  a  survey  of 
all  the  dated  examples  of  delftware  decorated  with  the  Ming 
'bird-on-the-rocks'  design  which  were  produced  in  Christian 
Wilhelm's  workshop  in  Southwark  between  1628-1644.  Within 
this  relatively  secure  chronological  framework,  I  now  propose  to 
illustrate  a  number  of  other  surviving  examples,  which,  though 
undated,  are  stylistically  attributable  to  the  same  potter's  work- 
shop. Fortunately,  some  of  the  pieces  combine  decorative 
features  which  provide  the  essential  cross-references  to  show  that 
this  delftware  in  imitation  of  Chinese  porcelain  was  but  one 
aspect  of  the  production  of  Christian  Wilhelm's  repertoire — see 
the  continuous  account  in  the  captions  to  Nos.  17-33. 

There  is  not  space  here  to  discuss  in  detail  other  types  of  delft- 
ware made  by  Christian  Wilhelm  in  the  years  when  he  enjoyed  a 
monopoly.  But  a  brief  mention  can  be  made  of  the  early  English 
delftware  copies  of  Bernard  Palissy  wares — the  'La  Fecondite' 
Dishes  (with  dates  ranging  from  1633-1659)  and  the  'Snake  Dish' 
dated  1638  (Glaisher,  1399).  The  colours  on  these  dishes  are 
similar  to  those  on  the  1628  Richard  Key  Dish  (No.  33)  and  are  all 
certainly  from  Christian  Wilhelm's  workshop.  The  inventive 
Christian  Wilhelm,  who  copied  Ming  porcelain  and  Italian 
maiolica,  naturally  attempted  to  rival  the  revolutionary  wares  of 
Bernard  Palissy;  even  though  he  could  not  really  imitate  the 
brilliantly  coloured  lead  glazes  of  Palissy  in  the  crude  colours  of 
delftware.  Christian  Wilhelm  even  attempted  to  simulate  the 
'Persian  blue'  wares  of  Nevers,  though  his  efforts  lack  the  deep 
lustrous  quality  of  the  Nevers  pottery.  Without  doubt,  the  out- 


put of  Christian  Wilhelm's  workshop  about  1638  must  have  been 
both  very  considerable  and  very  diverse,  both  extremely  eclectic 
and  original  and,  above  all,  most  ambitious. 

No  longer  does  it  seem  inconceivable  that  the  strange  dish  in 
the  British  Museum  marked  TR  (in  monogram)  1 629  should  be 
English  delftware  (Nos.  34  &  35).  Although  this  dish  was  given! 
to  the  Museum  in  1887  by  Sir  A.  W.  Franks,  no  decisive  attribu- 
tion concerning  its  origin  has  ever  been  made,  though  the  loose 
similarity  between  the  mark  TR  (in  monogram)  and  that  illus- 
trated by  Fortnum  in  his  great  book  on  Maiolica22  for  the 
fabrique  of  Rossetti  founded  in  1737  has  misled  previous  scholars 
to  ascribe  this  dish  to  a  Turin  pottery.  Certainly,  the  moulded; 
shape  of  this  dish  resembles  metal  dishes  of  the  late  Renaissance, 
but  there  is  nothing  specifically  Italian  about  the  pottery.  There 
are  a  great  many  similarities,  however,  between  both  the  style  of 
painting  and  of  lettering  on  this  dish  and  the  1629  Mrs.  Mary 
Hooper  (No.  5,  Part  1  of  this  article).  Particularly  noticeable  are 
the  elaborate  curls  in  the  '6'  and  '9'  on  both  pieces,  but  even  the 
method  of  drawing  the  birds'  eyes  is  the  same  as  that  used  for  the 
angel's  eyes.  Though  the  evidence  is  inconclusive,  the  stylistic 
affinities  are  sufficiently  great  to  justify  the  attribution  of  this 
unique  piece  to  the  Southwark  workshop  of  Christian  Wilhelm. 

I  am  tempted  to  regard  as  the  tour  de  force  of  Christian  Wil- 
helm's pottery,  the  unique  dish  in  the  Victoria  &  Albert  Museum 
(No.  36)  representing  'Solomon  and  the  Queen  of  Sheba'  (diam. 
19I  ins.).  Although  undated,  the  eight  ogival  panels  on  the  rim 

22  C.  Drury  E.  Fortnum:  Maiolica  (Oxford,  1896)  p.  138,  No.  469. 


18b 


22 


Dntain  splendid  examples  of  Wilhelm's  Ming  'bird-on-the- 
jcks'  decoration,  three  of  which  have  the  Chinese  geese,  and  can 
nly  have  been  painted  in  Wilhelm's  workshop  about  1640-50. 
he  idea  of  confining  the  Ming  'bird-on-the-rocks'  decoration  to 
ithin  a  reserved  panel  is  known  on  one  other  piece,  a  tall  jug  in 
lannheim  (No.  37),  which  is  clearly  from  Christian  Wilhelm's 
workshop  about  1640-50.  One  of  these  panels  on  the  left  of  the 
ish  contains  a  new  motif,  a  grasshopper,  but  otherwise  the 
andard  repertoire  of  the  workshop  can  be  discerned.  Filling  in 
le  spandrels  between  the  eight  panels  on  the  dish  are  Italian 
laiolica  motifs  (amorati,  caryatides,  masks,  swags  and  grotes- 
Lies).  The  historiated  centre,  so  similar  in  colour  to  that  on  the 

f.  Puzzle-Jug  (height  6£  ins.).  Fitzunlliam  Museum  (Glaisher  1297). 
lthough  a  traditional  English  form,  this  puzzle-jug  is  the  only  surviving 
aglish  delftware  example  with  this  Ming  decoration.  Despite  the  blurred 
Feet  due  to  the  running  of  the  blue  in  the  faulty  firing,  it  is  possible  to 
cognise  in  the  drawing  the  characteristics  of  the  style  of  Christian  Wil- 
:1m.  Indeed,  it  looks  an  early  work  of  about  1628-1630.  The  bands  of 
tree  slanting  thin  lines  used  to  decorate  the  neck  are  a  less  successful 
:rsion  of  the  motif  on  the  1628  bottles  (Nos.  2,  3  &  4,  Part  I). 

Ja.  Samson  and  the  Lion  Jug  (height  1 1  ins.).  British  Museum.  Purchased  in 
)3i,  this  exceptionally  large  jug  is  one  of  those  very  rare  examples  on 
hich  the  decoration  in  blue  with  Ming  motifs  appears  side  by  side  with 
Dlychrome  figure  scenes  in  the  Renaissance  maiolica  style — see  No.  36 
here  the  figure  drawing  appears  to  be  by  the  same  hand  and  the  palette  is 
milar  on  both  pieces.  The  only  other  recorded  jug  of  this  shape  and  size — 
le  'Beggar'  Jug — is  similarly  decorated  (illustrated  in  colour  in  Rackham 
id  Read :  English  Pottery  (1924)  Pl.V),  but  although  the  bands  of  ornament 
e  identical,  the  Ming  decoration  is  replaced  by  Italian  maiolica  fruit  pat- 
rns  in  blue,  yellow  and  green. 

ib.  Samson  and  the  Lion  Jug,  side  view.  British  Museum.  The  Ming  motifs 
blue  are  of  the  type  frequently  found  on  the  rims  of  Chinese  plates 
•io.  1).  The  handle  with  its  groove  and  its  scroll  end  resembles  that  on  the 
534  Jug  (No.  13)  and  the  dash-and-three-dots  motif  around  the  neck  and 
»ot  is  to  be  found  on  the  lid  of  the  1632  Posset-pot  in  the  British  Museum 
4o.  8a).  The  arrangement  of  the  3  initials  'TDH'  is  in  the  English  delft- 
are  tradition  and  the  long  English  inscription  on  the  'Beggar'  jug  con- 
rms  that  this  jug  left  Christian  Wilhelm's  workshop  about  1633.  It  may 
;  that  the  initials  'IP'  on  the  front  are  those  of  the  donor  if  this  was  a 
edding  present  as  the  other  3  initials  suggest. 


19.  Posset-pot  (height  5.8  ins.).  Museum  Boymans  van  Bcuningcti,  Rotterdam. 
This  piece  in  a  Dutch  collection  is  nevertheless  English  delftware  from  the 
workshop  of  Christian  Wilhelm.  In  form  and  decoration,  it  closely  re- 
sembles the  examples  in  the  Glaisher  Collection  (No.  6)  and  the  British 
Museum  (No.  8a).  Though  undated  and  of  poor  quality  and  finish,  this 
posset-pot  was  probably  made  in  the  early  'thirties. 

20.  Tall  Jug  (height  12  J  ins.).  Fitzwilliam  Museum  (Glaisher  1300).  Several 
strange  new  features  occur:  the  shape  is  unparalleled  in  English  pottery,  but 
neither  does  it  occur  in  Continental  pottery ;  the  blue  painting  on  a  white 
tin-glaze  is  here  covered  with  a  shiny  lcad(  r)  glaze  which  creates  an  entirely 
new  effect ;  and  finally,  the  flowering  plants  on  either  side  of  the  birds  are 
quite  new,  having  two  pairs  and  one  single  flower  at  the  top  of  each  stem. 
These  flowers  are  a  development  of  those  on  the  1632  Ring-handled  Jar 
(No.  10),  as  are  the  birds  and  the  insects.  The  two  narrow  bands  on  the 
neck  have  the  same  design  as  was  used  on  the  foot-ring  of  the  Rous  Lench 
1628  Bottle  (No.  4).  There  is  no  panel  beneath  the  handle,  because  it  ends 
much  higher  on  the  body  of  the  jug,  and  the  main  band  of  decoration  on 
the  neck  is  a  new  design,  but  the  general  character  of  the  drawing  suggests 
the  work  of  Christian  Wilhelm. 

21.  Hamburg  Faience  Jug,  1628  (height  11  ins.).  Museum  f.  Kunst  u. 
Gewerbe,  Hamburg.  From  among  contemporary  Continental  pottery,  this 
jug  appears  to  be  the  nearest  in  form  to  the  Glaisher  Tall  Jug  (No.  20). 
Whether  by  chance  or  design,  this  jug  differs  as  much  from  the  other 
Hamburg  faience  jugs  of  the  period  as  it  does  from  the  Glaisher  Tall  Jug.*0 
The  chequer  and  dot  pattern  wrhich  is  used  on  the  neck  of  this  and  other 
Hamburg  jugs  may  be  seen  as  the  source  of  Christian  Wilhelm's  scheme  of 
decoration,  though  in  no  case  does  he  copy  exactly — not  even  single 
motifs. 

21a.  Glass  Jug,  1595,  (height  8  ins.).  British  Museum.  Generally  thought  to 
have  been  made  in  the  Lower  Rhincland — and  by  some,  attributed  to 
Antwerp — this  dated  glass  jug,11  with  pewter  cover,  is  enamelled  around  the 
neck  with  a  diaper  pattern,  in  each  lozenge  of  which  is  a  large  dot. 
Not  only  this  decorative  motif  but  also  the  general  shape  bear  a  close  re- 
semblance to  the  following  group  of  delftware  jugs  (Nos.  22-27),  which 
were  made  about  forty  or  fifty  years  later. 

20  For  a  complete  illustrated  survey  of  Hamburg  faience  of  this  period,  sec  Konrad 
Huseler  in  the  Xordelbingen,  Vol.  4  (1925)  PP-  479-532. 

B  Catalogue  of  the  Slade  Collection  of  Glass  by  Alexander  Nesbitt  (1871)  p.  138, 
No.  832,  Fig.  234.  Armand  Baar:  Verrerie  des  Flandres,  fabrication  Atwcrsoise  (Rcvuc 
Beige  d'Archeologie  et  d'  Histoire  de  l'Art,  1938,  No.  3,  PI.  XIII.) 
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Samson  and  the  Lion  Jug,  is  framed  by  eight  semi-circles  filled 
with  blue  flowers,  leaves  and  fruits  in  the  manner  of  the  1620 
Dish  (No.  32).  Only  on  the  163  3  Jug  (No.  12),  the  Samson  and  the 
Lion  Jug  (No.  18)  and  the  silver-mounted  jug  (No.  29)  have  Ming 
and  Italian  maiolica  decorative  motifs  been  painted  side  by  side, 
but  in  no  case  is  it  executed  on  this  splendid  scale  or  high  level 
of  draughtsmanship  and  potting.  This  dish  rightly  ranks  as  one  of 
the  great  achievements  of  European  ceramic  art. 

Nevertheless,  it  still  comes  as  a  surprise  to  find  that  Christian 
Wilhelm's  Ming  jugs  were  exported  to  Holland,  where  they 
were  probably  objects  of  curiosity.  A  few  mid-seventeenth  cen- 
tury Dutch  paintings  portray  delftware  tall  jugs  similar  to  those 
in  Nos.  22-27,  as  in  this  still-life  from  a  painting  by  Jan  Steen 
(1626-1679)  in  the  Mauritshuis,  The  Hague  (Fig.  38).  There  is 
sufficient  negative  evidence,  archaeological  and  otherwise,  to 
show  that  these  jugs  were  never  made  in  Holland  and,  as  identical 
ones  were  made  by  Christian  Wilhelm,  they  must  have  been  im- 
ported into  Holland,  but  not  in  any  quantity,  apparently.  Both  his 
and  his  wife's  family  ties  with  Holland  were  close  enough  to 
explain  the  presence  of  these  jugs  in  a  few  Dutch  paintings. 

The  Dutch  delftware  potters  in  Holland  were  certainly  copy- 
ing the  Ming  'bird-on-the-rocks'  decoration  by  about  1633,  as  it 
appears  on  a  plate  which  is  part  of  the  delftware  coat  of  arms  of  the 
Haarlem  Guild  of  St.  Luke  dated  163 3. 23  The  set  of  four  tiles  in 
the  Van  den  Berg  Collection  of  Dutch  tiles  in  the  Victoria  & 
Albert  Museum24  (Pi.  39)  were  attributed  to  this  English  delftware 
pottery  by  Graf  zu  Solms-Laubach25  on  the  ground  of  stylistic 
similarities,  particularly  the  presence  of  the  vertical  and  horizontal 
strokes  which  appear  on  the  bottom  right-hand  tile  with  the 
butterfly.  However,  these  vertical  and  horizontal  strokes  occur  on 
some  of  the  Chinese  Ming  originals,  and  a  delftware  potter  in 
Holland  might  equally  copy  this  feature.  Furthermore,  the  motif 
does  not  appear  on  a  dated  English  piece  before  1632  (Nos.  9  & 
10),  by  which  time  Christian  Wilhelm's  workshop  might  have 
been  joined  by  a  Dutch  potter,  who  used  this  idiom.  After  all,  it 
never  appears  on  any  of  the  fully  inscribed  and  dated  pieces  which 
are  most  likely  to  have  come  from  Christian  Wilhelm's  own  hand. 

23  Preserved  by  the  Municipal  ^Authorities  of  Haarlem.  See  Hudig:  Delftsche 
Fayencen,  p.  57,  for  illustration. 

24  Dutch  Tiles,  the  Van  den  Berg  Gift  (Victoria  and  Albert  Museum  Handbook,  1923) 
No.  80,  PI.  VII. 

25  Englische  Fayencen,  op.  cit.  p.  176. 


The  Van  den  Berg  Collection,  which  consists  only  of  Dutch  tiles, 
was  entirely  formed  in  Holland  and  there  is  no  denying  the  close 
resemblance  of  these  four  tiles  to  other  early  Dutch  tiles,  not  only  j 
in  the  type  of  Ming  decoration  and  the  border  pattern,  but  also  in 
the  very  thick  bright  blue  and  in  the  crackled  yellowish  glaze. 24 ' 
These  very  same  features  appear  on  a  tile  (No.  40)  recently  ac-  ■ 
quired  by  the  Boymans/van  Beuningen  Museum,  Rotterdam, 
and  which  is  thought  to  have  been  found  in  Rotterdam  as  a  result  1 
of  war  devastation.  The  complete  absence  of  any  other  delftware 
tiles  which  show  any  of  the  characteristics  of  the  Southwark  pot- 
tery during  the  period  162  8- 164  5,  suggests  that  tile-making  was  i 
not  then  practised  at  Southwark  and  that  these  'Ming'  tiles  are  of  i 
Dutch  manufacture. 

While  it  is,  therefore,  highly  improbable  that  Christian  Wil- 
helm's 'Ming'  delftware  had  any  influence  in  Holland,  there  can  1 
be  no  denying  the  overwhelming  significance  of  his  Southwark 
pottery  on  the  development  of  English  delftware  in  its  early 
days — a  subject  which  certainly  merits  further  examination. 

In  demonstration  thereof,  there  was  in  Sotheby's  this  year  a 
Charles  II  Coronation  Ewer  dated  1660  (Nos.  41  &  41a)  which 
was  purchased,  through  the  generous  co-operation  of  Messrs. 
Tilley  &  Co.,  by  the  British  Museum.  It  is  painted  by  an  assistant 
from  Christian  Wilhelm's  workshop.  A  European  landscape 
replaces  the  Oriental  Ming  decoration,  but  the  four  wide  decora- 
tive bands  on  the  foot  and  neck  are  composed  of  exactly  the  same 
motifs  as  first  appeared  on  the  William  and  Elizabeth  Burges 
Mug  of  1632  (No.  7).  Indeed,  the  lettering  is  very  similar  on  both 
the  Burges  Mug  and  the  Coronation  Ewer  and,  though  it  must 
remain  conjectural,  it  is  probable  that  this  Coronation  Ewer 
comes  from  Southwark,  from  the  hand  of  a  pupil  of  Christian 
Wilhelm,  if  not  from  his  own.  In  shape  this  Ewer  is  new,  though 
it  recalls  the  1634  Jug  (No.  13).  The  handle  is  yet  another  sign  of 
foreign  influence,  but  the  mingling  of  styles  is  so  complete  that 
something  quite  individual  and  new  is  achieved.  This  is  the 
characteristic  of  Christian  Wilhelm's  daring  experiments  in  the 
potter's  art,  which  makes  his  contribution  to  ceramic  art  so  im- 
portant and  progressive. 

26  See  Hudig:  Delftsche  Fayencen,  fig.  52-54;  C.  de  Geus:  Oud — Nederlandsche 
Tegels,  pi.  36;  M.  Vis.  &  C.  de  Geus:  Alt — Hollandische  Fleisen  (Amsterdam  1926). 
Vol.  1,  Tafel  64. 1  would  like  to  thank  my  colleague,  Mr.  Arthur  Lane,  Keeper  of 
the  Department  of  Ceramics  at  the  Victoria  and  Albert  Museum,  for  giving  me 
his  reasons  for  favouring  an  attribution  to  Holland  for  the  origin  of  these  four 
tiles. 
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22.  Tall  Jug  (9f  ins.).  Museum-fur-Kunsthandwerk,  Frankfitrt-am-Main.  The 
shape  is  again  new  both  in  Continental  and  English  pottery,  though  the 
general  shape  of  the  neck  recalls  the  Rearen  stoneware  jugs.  The  decorative 
bands,  the  treatment  of  the  handle,  the  lack  of  a  panel  beneath  it  and  the 
painting  especially  of  the  flowers  and  the  birds,  establish  that  this  jug  came 
from  the  same  workshop  as  the  Glaisher  example  (No.  20),  though  not 
from  the  hand  of  such  a  careful  artist.  The  blue  is  dark  as  on  the  1628  Bottle 
in  the  British  Museum  (Nos.  3a  &  b)  and  the  decorative  band  on  the  should- 
er of  the  jug  is  a  slight  variant  of  that  on  the  foot  of  the  1628  Rous  Lench 
Bottle  (No.  4). 


23.  Tall  Jug  (height  8  J  ins.).  Messrs.  Sotheby  &  Co  (Formerly  in  the  Collec- 
tions of  Mrs.  Joan  Weston  and  B.  T.  Harland,  Esq.).  Almost  identical  to  the 
preceding  jug  in  form  and  decoration,  this  example  is  by  the  same  hand  as 
the  Glaisher  jug  (No.  20).  The  tendency  for  occasional  vertical  and  horizon- 
tal strokes  to  appear  among  the  birds  and  plants,  which  can  be  observed  on 
two  of  the  dated  pieces,  especially  the  1632  Jar  (No.  10)  is  here  developed 
(as  on  the  Glaisher  jug)  into  a  decorative  feature. 


24.  Tall  Jug  (height  o£  ins.).  Victoria  and  Albert  Museum.  The  shape  and  the 
decorative  bands  of  this  jug  are  very  similar  to  those  of  the  three  preceding 
jugs,  while  the  painting  of  the  flowers,  the  birds  and  the  clouds  is  identical 
to  that  on  the  Frankfurt  Jug  (No.  22).  This  jug,  which  was  purchased  at  the 
Harland  Collection  Sale  in  193 1,  still  has  its  original  pewter  lid,  unlike  the 
Frankfurt  jug,  the  handle  of  which  is  pierced  for  attaching  the  pewter 
mount.  Another  similar  jug  with  pewter  lid,  formerly  in  the  Schulz  Collec- 
tion in  Leipzig  (illustrated  by  O.  Riesebieter  (1921)  fig.  189),  is  clearly  not 
Hamburg  but  Southwark  delftware. 


25.  Tall  Jug  (height  8  ins.).  Museum  fur  Kunst  und  Gewerbe,  Hamburg. 
Acquired  in  1956,  this  jug  in  form  and  decoration  belongs  to  the  same 
group  as  the  three  preceding  examples,  though  the  decoration  around  the 
neck  is  not  a  chequer  pattern  but  a  confused  version  of  the  motif  in  the 
decorative  band  on  the  1632  Ring-handled  jar  (No.  10).  The  pewter  lid  and 
mount  on  the  foot  (to  disguise  damage)  are  stamped  with  two  English 
pewterers'  marks  and  inscribed:  F.  F.  Ash  1 748.  Another  similar  jug,  now  in 
the  Art  Institute  of  Chicago  (No.  58.407),  has  the  blue  'bird-on-the-rocks' 
motif  outlined  in  black  or  manganese  (?)  in  the  manner  of  London  delft- 
ware of  the  second  half  of  the  seventeenth  century. 


26.  Tall  Jug  with  Geese  (height  10J  ins.).  Museum-fur-Kunsthandwerk, 
Frankfurt-am-Main.  Similarly,  this  jug  has  its  original  pewter  lid,  but  the 
'bird-on-the-rocks'  is  here  represented  as  a  goose,  such  as  occurs  on  many  of 
the  Chinese  Ming  and  Persian  pieces.  The  blue  is  light,  as  on  the  Glaisher 
Tall  Jug  (No.  20)  and  the  painting  may  be  by  the  same  hand. 


27.  Tall  Jug  with  Chinese  Figures  (height  10J  ins.).  Museum-fur-Kunst- 
handwerk, Frankfurt-am-Main.  If  all  these  Tall  Jugs  are  from  Christian 
Wilhelm's  workshop,  then  this  jug  with  its  Chinese  figures  in  the  Ming 
style  of  decoration  must  also  come  from  the  same  workshop.  The  bands  of 
decoration,  as  well  as  the  shape,  arc  essentially  part  of  the  repertoire  of  his 
workshop. 


28.  Vase  with  Chinese  Figures  (height  io£  ins.).  Fitzwilliam  Museum 
(Glaisher  1301).  The  same  hand  that  drew  the  Chinese  figures  on  the 
Frankfurt  jug  (No.  27)  must  have  painted  those  on  this  vase.  The  shape,  new 
in  English  pottery,  is,  of  course,  a  faithful  copy  of  the  exported  Ming  porce- 
lain vases.  This  vase  must  rank  as  one  of  the  best  achievements  of  Christian 
Wilhelm's  workshop. 
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29.  Ewer  (height  8£  ins.)-  Fitzurittiam  Museum  (Glaisher  1310).  The  applica- 
tion of  the  Ming  'bird-on-the-rocks'  motif  to  a  ewer  of  completely  Italian 
Renaissance  shape  is  one  of  the  less  successful  of  Christian  Wilhelm's 
inventions.  The  ribbed  body  of  the  ewer,  a  motif  taken  from  the  silver 
prototype,  distorts  the  painting,  whilst  the  painting  destroys  the  vertical 
lines  of  the  vessel.  The  handle  (now  broken),  the  neck,  and  spout  are 
similar  to  certain  Portuguese  (Lisbon)  and  Nevers  faience  made  about 
1635-1640.  The  Lisbon  jugs  are,  however,  taller  and  never  ribbed. 

30.  Drug-Pot  (height  4.3  ins.).  British  Museum  (Cat.  No.  £.106).  This,  the 
only  recorded  example  of  a  drug-pot  decorated  with  the  Ming  'bird-on-the- 
rocks'  motif  from  Christian  Wilhelm's  workshop  was  dug  up  in  London  and 
given  to  the  Museum  by  Franks  in  1899.  It  is  much  blackened  from  decom- 
position but  enough  survives  to  illustrate  how  effective  the  Chinese 
decoration  looks  on  an  Italian  albarcllo-shaped  vessel. 

31.  Silver-mounted  Jug  (height  6J  ins.).  Fitzwilliam  Museum  (Glaisher 
1 291).  This  exceptional  piece  is  of  great  significance.  Around  the  neck  is  a 
broad  band  using  a  Chinese  Ming  decorative  motif,  but  the  body  of  the 
jug  has,  in  place  of  the  Chinese  'bird-on-the-rocks'  motif,  a  leaf  pattern 
taken  from  North  Italian  maiolica.  It  is  clearly  an  early  piece  of  English 
dclftwarc,  as  the  high  foot  rim  confirms.  The  decorative  band  around  the 
foot  uses  a  motif  found  on  the  three  1028  Bottles  (Nos.  2-4),  but  not  appar- 
ently used  by  other  delftwarc  potters,  either  in  England  or  abroad — unless 
by  the  man  from  whom  Christian  Wilhelm  learned  the  art  of  gallipot- 
making. 

32.  Dish,  1620  (diam.  17  ins.).  Fitzwilliam  Museum  (Glaisher  1394).  The 
hand  that  drew  the  leaf  pattern  on  the  silver-mounted  jug  (No.  31)  almost 
certainly  drew  the  leaf  pattern  in  the  border  of  this  dish.  But  it  is  unlikely 
that  Christian  Wilhelm,  who  in  1617  was  not  even  a  delftwarc  potter, 
should  be  able  to  produce  in  1620  a  magnificently  large  and  well  potted 


dish,  brilliantly  painted  in  yellow,  green  and  blue — the  colours  of  which 
are  excellently  fired.  This  dish  must  be  the  work  of  an  experienced  potter, 
perhaps  of 'Peter  a  potter'  of  Aldgate.1*  (See  The  Connoisseur,  September 
issue,  i960.)  The  lettering  on  the  back  is  different  from  that  on  Wilhelm's 
'Ming'  pots  and  the  inscription  AXO  DODM  1620  is  less  literate. 


33.  Dish,  Richard  Key  1628  (diam.  13I  ins.).  Fitzirilliam  Museum  (Glaisher 
U95)-  The  colours  (blue,  yellow  and  green)  on  this  dish  undoubtedly 
derive  from  the  1620  Dish  but  there  is  a  different — and  less  competent — 
hand  in  the  painting.  It  is,  therefore,  probable  that  Christian  Wilhelm,  who 
in  the  first  year  of  his  monopoly  almost  certainly  painted  this  dish,  obtained 
the  secret  of  the  colours  from  the  potter  of  the  1620  dish  and  at  the  same 
time  learnt  many  of  his  stylistic  traits.  The  palette  closely  resembles  that 
on  the  Samson  and  the  Lion  Jug  (No.  18a),  and  a  basin  (Glaisher  Coll.  No. 
U90)  painted  with  fruit  and  leaves  in  the  maiolica  manner  and  dated  1634. 
The  back  is  lead  glazed  oddly  enough,  and  then  partially  covered  with  .1 
wash  of  white  slip,  on  which  arc  various  marks  in  blue  including  the 
initials  H'K.  Moreover,  the  lettering  is  by  a  hand  which  dots  the  '1'  and 
commences  and  ends  the  '8'  at  the  top  left  as  in  those  dates  on  Nos.  4,  5,  6,  7. 
ft  14  in  Part  I.  Yet  a  further  idiom  of  the  Richard  Key  Dish,  the  thin  line 
with  short  strokes  across  it  (like  a  child's  railway  line  on  a  map),  occurs  to  a 
limited  extent  on  the  Rous  Lench  1628  Bottle  and  the  Stephen  Gardner 
Posset-pot  of  163 1. 


34.  Dish,  1629  (diam.  10.9  ins.).  British  Museum.  The  sides  are  moulded 
with  two  bands  of  scallops  and  it  is  painted  in  a  pale  and  rather  granular 
blue. 


35.  Back  of  the  K>2y  Dish  (No.  34).  This  dish,  with  itv  low  foot,  is  of  taua 
form.  The  mark,  I  R  (ui  monogram)  and  (he  date,  are  in  the  same  blue  as 
the  rest  of  the  decoration 


36.  Plate.  Solomon,  and  the  Queen  of  Sheba  (diam.  iof  ins.).  Victoria  and 
Albert  Museum.  The  entire  surface  of  this  enormous  plate  is  covered  with 
polychrome  decoration;  a  fantastic  tour  deforce. 

37.  Jug  (height  13.5  ins.).  Reiss  Museum,  Mannheim.  Made  at  Southwark, 
this  jug  has  three  panels  enclosing  the  'bird-on-the-rocks'  motif,  though 
the  bird  is  more  like  a  goose.  The  bands  of  decoration  are  part  of  the  work- 
shop repertoire  and  the  handle  terminates  in  a  scroll  as  in  Nos.  13  and  18. 
The  use  of  panels  with  a  diaper-ground  in  between  is  reminiscent  of  the 
Hamburg  1628  Jug  (No.  21). 

38.  Detail  from  a  painting  by  Jan  Steen  (1626-1679).  Mauritshuis,  The 
Hague.  The  still-life  includes  a  jug  of  the  type  illustrated  in  Nos.  22-27. 

39.  Four  Dutch  Tiles  (each  5^  in.  square).  Victoria  and  Albert  Museum.  Not 
English,  but  Dutch  copies  of  the  Ming :  second  quarter  of  the  seventeenth 
century. 


40.  Dutch  Tile  (si  in.  square).  Boymans/van  Beuningen,  Rotterdam.  Made  in 
Holland  in  the  second  quarter  of  the  seventeenth  century. 


41a.  Charles  II  Coronation  Ewer,  1660  (height  7  ins.).  British  Museum. 
The  portrait  is  painted  in  blue,  manganese  and  yellow  and  apparently 
signed :  S.B.  The  lettering  is  identical  to  that  on  the  Gardner  posset-pot  of 
1631  (No.  6),  the  Burges  Mug  of  1632  (No.  7)  and  the  Greene  Mug  of  1635 
(No.  14). 


41b.  Side  of  Coronation  Ewer  (No.  41a).  British  Museum.  Decorated  in 
blue  with  a  seascape,  perhaps  in  reference  to  Charles  II's  return  from 
Holland,  it  has  bands  of  workshop  geometrical  designs,  but  only  one 
Chinese  decorative  motif  survives — a  band  around  the  neck.  The  twisted- 
rope  handle  ending  in  a  scroll  derives  from  the  Nevers  pottery  in  the 
Renaissance  style — even  the  blue  on  the  handle  is  a  copy  of  the  distinctive 
Nevers  blue.  The  result  is  a  strongly  attractive  melange. 


Since  publication  of  Part  1  of  this  article  my  attention  has  been  drawn  to  the  fact  that  Nos.  5  &  10  are  now  in  the  Bnmap  Collection,  Kansas  City. 
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I.  The  Cult  of  Vesta.  2.  The  Lupercalia.  By  Domen- 
ico  Beccafumi,  oil  on  canvas,  each  67  x  125  cm.,  collec- 
tion of  the  Contcsse  Martclli.  These  previously  unpub- 
lished paintings,  which  may  probably  be  dated  c.  1525, 
were  probably  the  most  notable  discoveries  of  the  exhi- 
bition of  Tesori  Segrcti  dcllc  Case  Florentine. 


3.  The  Triumph  of  David.  By  Lorenzo  Lippi,  oil  on 
canvas,  200  x  260  cm.,  private  collection.  Filippo 
Baldinucci  records  that  Agnolo  Galli,  wishing  to  have  a 
picture  of  his  wife  and  the  seventeen  children  she  had 
borne  him,  commissioned  Lorenzo  Lippi  to  paint  this 
work  which  has  passed  by  descent  to  its  present  owner.  It 
dates  from  about  1647. 


4.  The  Flight  from  Troy.  By  Pompeo  Batoni  (signed 
with  initials  and  dated  1755  or  1756),  oil  on  canvas,  122  x 
134  cm.,  private  collection.  Another  version  of  the  com- 
position is  in  the  Galleria  Sabauda,  Turin. 


5.  One  of  a  pair  of  chairs  of  carved  and  gilt  wood  with 
their  original  velvet  and  silk  upholstery,  probably 
Italian  c.  1725.  From  the  collection  of  Sig.  Alpo  Benelli. 


Treasures 

from  Florentine  Houses 


AFTER  they  have  familiarized  themselves  with  the  works  of 
-art  in  the  churches  and  museums,  visitors  to  Florence 
inevitably  begin  to  wonder  what  further  treasures  he  hidden 
behind  the  vast,  grim,  rusticated  facades  of  the  palaces  which  line 
the  streets  in  the  centre  of  the  city.  Many  owners  of  these  palaces 
kindly  allow  students  to  visit  their  collections.  But  others  are,  not 
unnaturally,  secretive;  and  rumours  abound  about  the  master- 
pieces which  are  hidden  from  the  common  view  in  their  houses — 
a  collection  of  gold  background  pictures  which  Berenson  never 
saw  and  a  barely  credible  series  of  portraits  by  the  greatest  French 
and  Spanish  masters  which  the  socially  'knowing'  claim  to  have 
glimpsed  on  their  way  to  dine  with  this  Marchesa  or  to  drink 
cocktails  with  that  Contessa.  Great  interest  was  therefore  aroused 
by  the  recent  exhibition  held  in  aid  of  the  Red  Cross  in  Florence 
and  enticingly  called  the  Mostra  dei  Tesori  Segreti  delle  Case 
Florentine.  It  consisted  of  more  than  a  hundred  and  fifty  paintings 
and  an  equal  number  of  other  objects — drawings,  sculpture, 
porcelain,  furniture  and  silver — displayed  in  the  handsome  neo- 
classical rooms  of  the  Palazzo  Borghese.  The  exhibition  was 
accompanied  by  a  well  documented  catalogue  with  1 50  pages  of 
plates  which  will  prove  of  enduring  value  to  students  of  painting. 


Students  of  trecento  and  quattrocento  painting  who  visited  this 
exhibition  in  the  hope  of  discovering  numerous  unrecorded 
masterpieces  were  no  doubt  disappointed — if  such  works  exist  in 
Florence  they  are  secret  still — for  nearly  all  the  earlier  pictures  on 
show  were  recorded  if  they  were  not  well-known.  They  included 
two  little  panels  by  Lippo  di  Benivieni  from  the  Alessandri  and 
Acton  Collections,  the  Coronation  of  the  Virgin  by  Botticelli  (with 
assistance  from  his  studio)  from  the  Istituto  delle  Suore  Montalve, 
and  the  magnificent  tondo  by  Filippino  Lippi  from  the  Palazzo 
Corsini.  Among  sixteenth-century  works  there  were  a  few  dis- 
coveries to  be  made:  two  magnificent  panels  by  Domenico 
Beccafumi  (Nos.  1  and  2),  a  fine  portrait  of  a  sportsman  attributed 
to  Michele  di  Ridolfo  del  Ghirlandaio,  from  the  collection  of 
Marchese  Gianfranco  Antinori ;  and  The  Temptation  of  St.  Jerome 
by  Vasari,  from  the  Graetz  Collection,  of  which  two  other 
versions  are  known,  one  in  the  Palazzo  Pitti,  the  other  at  Temple 
Newsam  House,  Yorkshire. 

Perhaps  the  most  interesting  and  valuable  part  of  this  exhibition 
was  that  devoted  to  the  Florentine  seicento  masters,  the  majority 
of  whom  are  too  little  known  outside  the  city.  They  included  a 
Hagar  and  the  Angel  by  Jacopo  Vignali,  from  the  collection  of  the 
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Marchesa  Capponi;  a  fine  if  characteristically  dark  Magdalen  by 
Francesco  Furini,  from  the  collection  of  Sig.  Emilio  Pucci;  a 
dramatic  small  Judith  and  Holofernes  attributed  to  Felice  Ficherelli, 
from  the  collection  of  the  Marchese  Fcrrini;  a  handsome  large 
Noli  Me  Tangere  signed  by  Mario  Balassi,  from  the  collection  of 
Dr.  Nello  Niccoli;  two  paintings  of  Sybils  by  Baldassarc 
Franccschini,  from  the  collection  of  Conte  Gaddo  dclla  Gherar- 
desca;  and  a  small  Communion  of  a  Saint  by  Simone  Pignoni, 
from  the  collection  of  Prof.  Simone  Bigongiari.  Among  the  other 
seventeenth-century  works  there  were  several  interesting; 
Caravaggesquc  pictures,  an  attractive  ruin  piece  by  Codazzi,  and 
some  bambocciate.  Of  outstanding  interest  was  Luca  Giordano's 
bassanesque  Annunciation  to  the  Slwpherds  which  is  known  to  have 
been  in  the  collection  of  Andrea  del  Rosso  in  Florence  before 
1689.  Among  the  seventeenth-century  works  by  north  European 
painters  the  finest  was  probably  a  little  male  portrait  by  Hendrick 
Bloemaert  (son  of  the  more  famous  Abraham)  signed  and  dated 
1668. 

The  eighteenth-century  pictures  in  the  exhibition  were  domi- 
nated by  two  of  the  large  canvases  (The  Incorruptibility  of Fabricius 
and  Love  Subdued)  which  Sebastiano  Ricci  painted  for  the  Palazzo 
Marucelli  in  1706.  There  were  two  small  still-life  paintings  by 
the  Tuscan  artist,  Cristofano  Munari,  from  the  collection  of 
Conte  Piero  Guicciardini.  These  are  of  particular  interest  since 
one  of  them  is  signed.  Three  fine  Magnascos,  a  Flight  from  Sodom, 
attributed  to  Paolo  de  Matteis,  from  the  Acton  Collection,  and  a 
Finding  of  Moses  attributed  to  the  Florentine  Giovanni  Camillo 
Sagrestani  were  among  other  notable  early  eighteenth-century 
pictures.  The  Venetian  school  was  represented  by  several  attrac- 
tive vedute  and  a  charming  Festa  Veneziana  painted  in  about  1832 
by  Giuseppe  Bernardino  Bison,  from  the  collection  of  Prof.  Ugo 
Procacci. 

Of  the  several  works  of  sculpture  in  the  exhibition,  the  most 
important  by  far  was  Pierino  da  Vinci's  terracotta  relief  of  The 
Death  of  Conte  Ugolino  from  the  collection  of  Conte  Giuseppe 
della  Gherardesca.  A  magnificent  mannerist  composition,  it  is 
described  in  some  detail  by  Vasari:  two  other  versions  are  known, 
in  the  Bargello  at  Florence  and  the  Ashmolean  Museum.  Another 
interesting  mannerist  work  was  the  terracotta  bozzetto,  from  the 
collection  of  Conte  Gian  Giulio  Rucellai,  which  appears  to  be  a 
model  by  Giovanni  Bologna  for  his  statue  of  Virtue  Overcoming 
Vice.  The  excellent  but  now  little-known  Florentine  bronze 
sculptors  of  the  early  eighteenth  century  were  represented  by  an 
anonymous  Pieta  from  the  Ricci  Bardzky  Collection  and  a  fine 
Sacrifice  of  Isaac  signed  by  Giuseppe  Piamontini,  1722,  from  the 
Serristori  Collection. 

Numerous  pieces  of  furniture  were  included  in  this  exhibition: 
fifteenth-  and  sixteenth-century  chairs,  cassoni  and  tables,  some 
splendid  baroque  chairs  and  many  elegant  eighteenth-century 
commodes  and  consoles  of  French  and  Italian  workmanship. 
Perhaps  the  most  interesting  was  a  fine  inlaid  octagonal  table 
from  the  collection  of  Conte  Francesco  Guicciardini ;  a  capital 
piece  designed  by  the  architect  Vignola  and  given  by  the  monks 
of  S.  Michele  in  Bosco  at  Bologna  to  the  present  owner's 
ancestor,  Francesco  Guicciardini,  when  he  was  governor  of  the 
city  under  Clement  VII,  from  153 1  to  1534.  A  good  display  of 
ceramics  included  several  examples  of  the  porcelain  and  maiolica 
made  by  the  Ginori  factory  in  the  early  eighteenth  century. 
There  were  some  fine  pieces  of  English,  French,  Italian,  Polish 
and  Russian  silver  in  the  exhibition.  And  the  Marchese  Gian 
Francesco  Giaquili  Fcrrini  and  Prof.  Ulrich  Middeldorf  lent  very 
handsome  Chinese  bronzes  and  ceramics,  mostly  of  the  Han  and 
T'ang  dynasties,  which  were  certainly  among  the  least  suspected 
secret  treasures  of  Florentine  houses. 
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Homage  to  Antoine 

Eclairtur  it  f Avenir  -  auguste  rodin 


Bourdelle  186M929 


Andrew  Graham 


THE  object  of  this  short  article  is  twofold:  to  pay  a  very 
small  tribute  to  a  very  great  artist,  and  to  urge  those  many 
people  outside  France  who  may  have  tended  not  to  give  Bour- 
delle die  consideration  which  he  merits,  to  think  again,  to  have 
another  look.  I  say  'outside  France*  because  the  French  in  general 
think  more  quickly  than  most  of  us  and  in  any  case  have  never 
'.:  r.  i  zz~.  ::  5:  -.v :  :•:  i~:t  his  —  :y-9-  But  ror  :ie 

rest  of  us,  slower-witted  perhaps  or  less  impulsive,  the  first 
tjrt-aAr*  after  an  artist's  death  are  usually  years  of  apparent  forget- 
fumess,  and  reaHy,  of  subconscious  re-evaluation.  We  hke  to  take 
our  time  bet  ore  finallv  allotting  another  niche  in  the  temple  of  the 
immortals.  We  have  Rodin  on  our  side,  Rodin  who  refused  to 
pose  more  than  two  or  three  times  for  Bourdelle,  remarking: 
'this  is  sculpture  which  will  perhaps  be  understood  in  a  hundred 
years'  time*. 

Halt  that  hundred  years  has  now  gone  by,  and  surely  the 
moment  has  come  fur  connoisseurs  the  world  over,  and  not  only 
in  France,  to  salute  Bourdelle. 

Chronological  tables  are  of  only  limited  usefulness  in  tracing 
the  development  of  an  art-form.  As  a  prophet  and  precursor  of 
much  that  was,  and  is,  to  come  in  twentieth  century  sculpture. 
Bourdelle  fits  readily  into  place,  but  it  is  useless  to  look  for  the 
influences  which  went  to  form  him  as  an  artist  among  the  con- 
ventional sculptors  of  his  youth  in  nmeteenth-century  France. 
Certainly  he  derived  nothing  from  the  pfrrafo--i4nrirriTT.  though, 
he  was  a  life-long  admirer  ot  Rude,  sculptor  of  the  Marseillaise  it 
flare  on  the  Arc  it  Triomphe.  He  was  strongly  opposed  to  even 
zze  gicalest  masters  of  the  Italian  Renaissance,  believing  that  any 
sculpture  winch  limited  itself  to  mere  human  proportions  was 
ro  und  to  be  second-rate. 

No.  One  must  look  much  further  back,  to  the  Greeks,  the 
R  -nam  and — I  believe  pre-eminently — to  the  unnamed  Gothic 
sculptors  whose  works,  in  their  simplicity,  their  native  vigour, 
their  essential  times  for  their  architectural  purpose,  seem  to  belong 
as  k  tree  belongs  and  as  so  few  statues  do)  to  the  Good  Earth  itself: 
using  the  word  'earth*  to  mean  both  'soil'  and  a  part  of  cosmos. 

These  were  imusual*masters  for  an  aspiring  sculptor  in  the 
'eighties  and  'nineties  of  the  last  century. 


Betore  we  come  to  1900,  the  cardinal  date  in  Bourdelle's 
career,  it  will  be  as  well  to  glance  at  the  state  of  French  sculpture 
and,  particularly  in  the  context  of  Bourdelle,  of  architecture,  in 
the  years  immediately  preceding  this  date. 

It  would  be  difficult  to  find  a  time  when  architecture  suffered 
more  from  pretentious  and  superfluous  ornament  and,  as  far  as 
statuary  is  concerned,  the  curious  statistic  that  between  1871  when 
there  were  nine  statues  in  public  places  in  Paris  and  the  turn  of 
the  century  when  there  were  over  a  hundred,  may  be  allowed  to 
speak  for  itself  However,  fortunately  for  the  development  of 
Bourdelle,  and  towering  above  the  general  mass  of  mediocrity, 
there  was  the  giant  figure  of  Auguste  Rodin  (1 840-1917)  whose 
studio  Bourdelle  entered  in  1896  when  he  himself  was  thirty-five. 
It  was  Rodin,  by  this  time  at  the  height  of  his  glory,  acknow- 
ledged and  accepted  both  in  academic  circles  and  outside  them, 
who  acted  as  the  catalyst  from  which  Bourdelle's  most  significant 
work  was  to  crystallize. 

1900.  The  Quai  d' Or  say  station,  the  Grand  Palais  and  the  Petit 
Palais,  Art  Xouveau  (/* esthctaque  its  nouilles),  Monsieur  H.  Gauquie 
busily  casting  his  bronze  bulrushes  and  bambini  for  the  Alexander 
D3  bridge:  and,  like  a  still  small  voice,  the  Head  of  Apollo  by 
Antoine  Bourdelle. 

Chronologically,  much  that  is  better  known  is  to  follow.  To 
name  only  some  of  the  landmarks:  Hercules  the  bowman  in 
1910,  the  high-reliefs  of  the  theatre  des  Champs-Ely  sees  in  1912-13, 
the  Alvear  monument  ten  years  later,  the  Mickiewicz  monument 
erected  in  the  Place  it  VAlma  in  1929:  but,  for  a  student  of  Bour- 
delle and,  far  more  than  that,  for  a  seeker  after  sources  of  twen- 
tieth-century sculpture,  the  Head  of  Agollo  is  a  key-work. 

Architecture  in  sculpture,  the  architecture  which  transcends 
the  mere  portrayal  of  bone-structure,  flesh  and  muscle,  and 
Sculpture  as  a  prolongation  of  architecture  in  the  sense  of  the 
Grand  Design:  are  not  these  pre-Renaissance  principles  the  main 
foundations  upon  which  Bourdelle  so  heroically  built: 

His  studio,  in  the  street  named  after  him  in  Montparnasse,  is 
now  his  museum.  If  this  brief  tribute  causes  only  a  few  more 
visitors  to  France  to  make  the  pilgrimage  to  it  in  this,  his  centenary 
year,  it  will  have  served  its  purpose. 


Facing :  Head  of  A  polio.  Antoine  Bourdelle 


Sources  of  Twentieth-Century  Art 


Denys  Sutton 

ON  L  Y  a  short  time  ago  the  art  of  the  late  nineteenth  and 
early  twentieth  centuries  was  the  subject  of  controversy. 
Now  the  situation  has  changed  and  close  scrutiny  is  devoted  to 
the  stylistic  character  of  this  period  and  its  historical  significance. 
The  degree  of  experiment  that  then  reigned  is  now  taken  for 
granted. 

One  of  the  principal  merits  of  the  current  exhibition,  'Les 
Sources  du  XX  siecle',  at  the  Musee  d'Art  Moderne  arranged 
under  the  auspices  of  the  Council  of  Europe,  is  its  effective 
demonstration  of  the  interplay  of  forces  that  then  obtained.  It 
underlines  the  variety  of  artistic  achievement  at  this  time  and 
stresses  the  nature  of  some  of  the  problems  that  have  to  be  treated 
before  any  comprehensive  account  of  its  creative  contribution 
can  be  attempted.  This  was  an  era  that  derived  part  of  its  fascina- 
tion from  the  liveliness  of  the  experiment  practised  and  from  the 
conflicts  between  exponents  of  different  points  of  view.  Much 
was  going  on  in  the  decorative  arts  as  well  as  in  painting  and 
sculpture. 

Every  major  exhibition  naturally  prompts  discussion.  Although 
one  may  often  criticize  such  manifestations  (and  sometimes  for 
the  wrong  reasons),  on  this  occasion  it  is  hard  not  to  feel  that  both 
too  much  and  too  little  have  been  attempted.  The  last  exhibition 
staged  by  the  Council  of  Europe,  held  at  the  Tate  Gallery  in  1959, 
was  devoted  to  the  Romantic  movement  and  dealt  with  the  story 
of  European  art  from  the  late  eighteenth  century  to  the  1840's. 

Unfortunately  the  present  exhibition  does  not  continue  this 
sequence:  it  runs  from  1884,  the  date  of  the  first  salon  des 
Independants,  to  1914.  Under  this  dispensation,  the  intervening 
years,  which  witnessed  the  emergence  of  Realism  and  Im- 
pressionism, have  been  excluded.  Thus  no  clear  account  is  pro- 
vided of  the  transition  from  Impressionism  to  the  next  stage, 
which  is  broadly  termed  Post-Impressionism.  It  would  have  been 
singularly  interesting  to  have  been  given  a  chance  of  studying, 
for  instance,  the  development  that  occurred  in  Monet's  vision 
between  the  ripe  Impressionist  pictures  of  1870  and  the  Thames 
series  of  1904.  As  it  is,  the  earliest  painting  on  view  by  this  artist, 
La  Cathedrale  de  Rouen  (Private  Collection),  is  of  1894. 

Probably  it  would  have  been  more  logical  to  have  arranged 
two  exhibitions:  one  comprising  the  years  from  1849  to  about 
1900;  and  the  other  covering  the  period  from  then  until  the 
present  day.  Although  the  span  of  time  dealt  with  in  this 
survey  is  not  a  long  one,  this  epoch  marks  the  close  of  one  way  of 
seeing  and  the  beginning  of  another.  The  declared  aim  of  the 
exhibition  which  was  to  underline  the  sources  of  twentieth 
century  art,  is  somewhat  obscured  by  the  blending  of  these  two 
strands. 

The  title,  too,  is  rather  misleading.  The  words  'the  sources  of 
the  twentieth  century'  might  suggest  that  one  was  to  have  been 
given  some  inkling  of  the  way  in  which  certain  modern  artists 
have  looked  back  to  the  past  for  their  inspiration.  In  this  connec- 
tion it  would  have  been  rewarding  to  have  been  shown  the  links 
between  a  Matisse  and  a  Persian  carpet,  a  Cubist  painting  and  an 
African  sculpture,  a  Fauve  canvas  and  a  Byzantine  mosaic,  or  a 
Coptic  textile  and  a  Paul  Klee  watercolour.  Such  a  selection 

1.  Gauguin.  La  Luxure  (1890/91).  Loaned  by  the  Willumsen  Museum, 
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Copenhagen. 


would  have  served  to  underline  the  continuity  that  is  indeed 
discernible  in  modern  art. 

Despite  the  great  interest  of  the  exhibition  and  the  splendid 
array  of  works  on  view,  the  selection  suffers  from  a  certain  lack 
of  originality.  In  fact,  we  are  given  a  rather  conventional  inter- 
pretation of  the  period.  The  Blaue  Rcitcf  painters,  or  the 
members  of  Die  Briicke,  are  present  in  force  but  Liebermann, 
Corinth  and  Slcvogt  are  absent.  The  Italian  Futurists  are  well 
represented,  but  what  of  Mancini  and  Boldini?  One  regrets  that 
such  men  are  not  shown  so  that  their  merits  could  be  compared 
with  those  of  the  official  stars  of  our  time. 

The  choice  betrays  a  touch  of  that  prejudice  too  often  found 
where  modern  art  is  concerned.  This  conventional  approach  is 
particularly  noticeable  in  the  selection  of  British  paintings.  It  is  in 
fact  quite  impossible  to  grasp  the  historical  development  of  late 
nineteenth  century  art  in  its  European  context  unless  some 
attempt  is  made  to  indicate  that  during  this  era  painters  like 
Burne-Jones  and  Watts  enjoyed  an  international  reputation.  As  it 
stands,  the  English  contingent  has  been  restricted  to  two  paintings 
by  Sickert,  two  by  Wilson  Steer,  a  handful  of  Vorticist  water- 
colours  and  Epstein's  The  Rock  Drill. 

The  anomalies  of  the  exhibition  are  emphasized  by  the  lack, 
evident  enough,  of  a  central  direction.  Thus  Mogens  Ballin,  a 
very  minor  Danish  painter  working  in  the  Gauguinesque 
manner,  is  present  while  Roderic  O'Conor,  a  -  more  impressive 
interpreter  of  such  principles,  is  excluded.  Then,  too,  one  wonders 
why  Augustus  John  and  James  Pryde,  not  to  speak  of  the  members 
of  the  Camden  Town  Group,  are  absent. 

Incidentally,  how  can  the  course  of  English  painting  be  under- 
stood without  recognising  Whistler's  role?  That  he  happened  to 
be  an  American  ought  not  to  have  occasioned  his  exclusion.  Like 
Sargent,  also  not  present,  he  worked  in  Europe  all  his  life  and  was 
intimately  connected  with  the  development  of  European  art. 
On  balance,  it  seems  unfortunate  that  a  nationalist  current  should 
have  operated  with  this  exhibition.  Feininger  is  shown  but  it 
would  have  been  singularly  fruitful  to  have  provided  a  small 
representation  of  those  American  painters  like  Marsden  Hartley, 


2.  Cezanne.  Les  Grandes  Baigneuses  (1900  05).  Paris  private  collection. 


3  (above).  Edvard  Munch.  Le  Cri  (1895).  Woodcut.  Nasjonalgalleriet,  Oslo. 

4  (left).  G.  Severini.  Hieroglyphe  Dynamique  du  Bal  Tabarin  (1912).  The 
Museum  of  Modern  Art,  New  York. 

Max  Weber,  and  Macdonald- Wright,  who  were  closely  linked 
with  the  European  avant  garde  movement. 

Nevertheless  if  the  exhibition  can  be  criticized  for  its  lack  of 
comprehensiveness  and  its  failure  to  suggest  some  of  the  less  well- 
known  movements  and  men,  its  achievements  arc  positive.  For  a 
start,  it  will  certainly  provide  a  considerable  impetus  to  those 
attempts  that  arc  now  being  made  to  define  the  nature  of  style,  or 
rather  of  the  variety  of  styles,  at  this  date.  It  is  singularly  tempting 
to  know  if  one  can  talk  about  a  'style  1900'  and  in  what  sense  such 
a  concept  differs  from  a  'style  1884'  or  a  'style  1914' — to  take  the 
confines  of  this  exhibition. 

Despite  their  apparent  differences  in  character  and  quality, 
were  the  artists  of  this  period  all  the  same  bound  by  certain 
elements  which  take  precedence  over  their  personal  idiosyn- 
crasies? In  other  words  arc  artists  who  may  seem  superficially 
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different  related  bv  their  reflection  of  a  Zeitgeist?  It  may  be,  how- 
ever,  that  the  common  denominators  that  are  discernible  between 
artists  of  any  age  link  the  minor  rather  than  the  major  men. 

The  juxtaposition  of  a  group  of  first  class  pictures  by  Cezanne, 
Seurat,  Degas,  Renoir  and  Monet  could  well  indicate  that,  whilst 
a  Monet  may  appear  to  be  more  concerned  with  the  dissolution 
of  light  and  a  Seurat  attracted  by  the  formal  division  of  space, 
these  men  are  really  related  by  the  feeling  of  stability  which 
distinguishes  their  pictures.  These  are  classical  paintings  which 
define  the  visual  world  in  terms  of  order  and  balance.  The 
difference  between  Cezanne's  paintings  of  the  1880's  or  1890's 
and  those  of  the  1900's  is  revealing.  In  the  magnificently  taut  and 
dramatic  Les  Grandes  Baigneuses  of  1900-1905  in  a  Paris  private 
collection,  Cezanne  plays  with  space,  distorting  it  to  suit  his 
purposes  in  a  way  anticipatory  of  Picasso's  Les  Demoiselles 
D' Avignon  in  the  Museum  of  Modern  Art,  New  York,  which 
was  painted  in  1907.  In  other  words,  the  atmosphere  and  con- 
struction of  Cezanne's  picture  are  closer  to  the  advanced  ideas  of 
the  age  than  to  his  own  earlier  work. 

This  evident  dissatisfaction  with  conventional  concepts  was  the 
culmination  of  a  trend  that  had  been  in  existence  for  some  time. 
One  group  of  painters  turned  to  experiments  in  terms  of  form  and 
colour  almost  for  their  own  sake.  Another  group  were  attracted  by 
exotic  forms  or  by  the  world  of  the  unconscious.  Redon  and  Gau- 
guin transformed  their  longings  into  an  art  which  created  a  magical 
world  of  its  own :  one  in  which  shapes  and  colours  were  transposed 
and  recreated  in  terms  of  their  own  imagination.  Redon's  drawing 
Eclosion  is  an  exquisite  example  of  his  poetical  approach.  Incident- 
ally, this  current  of  evasion  would  have  been  more  sharply 
defined  by  the  inclusion  of  Burne  Jones,  Watts  and  Carriere. 


5  (above).  Odilon  Redon.  Eclosion.  M.  Jacques  Dubourg 
Collection,  Paris. 

6  (left).  Medardo  Rosso.  Le  Bookmaker  (1894),  bronze. 
Galleria  Nazionale  a" Arte  Moderna,  Rome. 

A  preoccupation  with  eroticism  wras  as  typical  of  one  section  of 
late  nineteenth  century  art — the  fin  de  siecle — as  it  had  been  in 
the  sixteenth  century.  During  the  concluding  decade  of  the 
century,  the  era  of  the  'Romantic  Agony',  to  use  Mario  Praz's 
convenient  and  expressive  term,  artists  were  drawn  towards  the 
bizarre,  the  ambiguous  and  the  more  curious  aspects  of  human 
behaviour.  This  was  an  epoch  when  erotic  adventures  absorbed 
much  of  the  energy  of  a  predominantly  leisured  society:  the  novels 
of  Paul  Bourget  and  the  stories  of  Guy  de  Maupassant  provide 
some  taste  of  this  intricate  life.  Indeed,  in  one  way  or  another, 
sex  forms  the  subject  matter  of  artists  as  different  as  Rodin  and 
Lautrec,  Klimt  and  Boldini,  Stuck  and  Beardsley ;  sometimes  full 
blooded,  at  others  immature  and  frustrated.  Yet  in  nearly  all 
such  work  one  is  aware  of  an  exquisite  frisson  of  sensibility.  This 
being  so  it  was  hardly  surprising  that  certain  artists — a  Josephson 
or  a  Hill — succumbed  to  nervous  disorders  ■ 

Some  reflection  of  this  curious  spirit,  enclosed,  contorted,  a 
trifle  mysterious  even,  can  be  discovered  in  the  decorative  arts, 
especially  in  France  and  England.  Recently  art  nouveau  or 
Jugendstil  has  been  seriously  examined,  especially  in  Germany  and 
Holland,  while  important  exhibitions  on  this  theme  have  been 
held  at  Zurich  and  New  York.  However,  this  is  virtually  the 
first  time  that  this  style  has  been  introduced  to  a  wider  public. 

The  implications  of  art  nouveau  as  a  style  have  been  well 
brought  out  in  an  important  publication  issued  by  the  Museum 
of  Modern  Art,  New  York.  This  volume,  as  well  as  the  Paris  ex- 
hibition, underlines  the  way  in  which  a  concept  of  growth  and 
plant  life  was  typical  of  art  nouveau  design.  However,  the  results 
achieved  did  not  always  give  off  an  impression  of  liveliness :  the 
dining  room  (from  the  Musee  le  l'Ecole  de  Nancy),  designed  by 
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Eugene  Vallin  in  1903-1906,  seems  extraordinarily  enclosed  and 
stuffy.  On  the  other  hand,  Josef  Hoffmann's  Palais  Stoclet  in 
Brussels,  with  its  astonishing  decoration  by  Klimt  and  its  erotic 
touch,  is  extremely  elegant.  Elegance  also  marks  the  interiors  and 
furniture  designed  by  C.  R.  Mackintosh,  although  at  times  his 
w  ork  seems  better  suited  to  a  nursery  than  to  a  Salon. 

Curvilinear  forms  are  characteristic  of  art  nouveau.  Thus  a 
relationship  may  be  observed  between  the  winter  garden  designed 
by  Victor  Horta  for  the  Hotel  Armand  Solvay  in  Brussels  (1895- 
1900),  or  Jan  Toorop's  lithograph  poster  of  the  Delftsche  Slaolie 
(1895)  in  the  Stcdelyk  Museum,  Amsterdam  and  Munch's  litho- 
graph, Lc  Cri,  of  1895  in  the  Nasjonalgalleriet,  Oslo.  It  is  no  less 
apparent  that  this  concern  for  decorative  lines  and  for  an  expressive 
content  survived  in  the  work  of  artists  who  are  not  generally 
considered  to  have  been  influenced  by  art  nouveau  and  who  are 
even  considered  to  have  reacted  against  this  trend,  like  Macke  and 
Severini.  This  artist's  Hieroglyphe  Dynamique  du  Bal  Tabarin  of 
19 1 2,  in  the  Museum  of  Modern  Art,  New  York,  is  an  extremely 
decorative  and  mannerist  picture,  the  style  of  which  partly  de- 
rives from  art  nouveau;  the  decorative  side  of  which  seems  also  to 
suggest  that  certain  phases  of  Cubism  contain  the  elements  of  the 
fin  de  siecle. 

The  stylistic  nature  and  subject  matter  of  art  and  architecture 
at  this  time  demonstrate  the  presence  of  a  mannerist  component. 
No  attempt  is  made  to  adhere  to  a  central  axis  in  Medardo 
Rosso's  Lc  Bookmaker  of  1894  in  the  Galleria  Nazionale  d'Arte 
Moderna,  for  instance ;  the  face  is  indefinite,  the  impact  resides  in 
the  nuances.  This  devotion  to  a  fleeting  mood  was  favoured  by 
Rodin  (who  is  not  as  well  represented  as  he  deserves)  andCarriere. 
One  wonders,  moreover,  if  some  affinities  may  be  discerned 
between  the  more  Oriental  of  Cezanne's  watercolours  or  of 


Boimard's  early  pictures  and  the  diffidence  and  delicacy  of  art 
nouveau  at  its  best? 

The  fragmentation  of  light,  evident  in  divisionism,  and  the  cur- 
vilinear linearism  of  art  nouveau,  different  though  they  are,  may  be 
considered  as  part  of  the  artist's  reaction  against  organized  materi- 
alistic society ;  and  the  enthusiasm  shown  by  a  number  of  artists  for 
Socialism  and  anarchism  is  not  irrelevant.  Protest  could  take  more 
than  form.  With  it  went  the  concern  for  simplicity  which  is  well 
displayed  in  Jensen's  silver  ware  or  Bindesboll's  ceramics. 

Signs  of  exhaustion  were  certainly  evident  at  the  close  of  the 
last  century.  The  fact  that  Gauguin  found  inspiration  in  a 
Javanese  frieze,  which  seems  to  have  influenced  his  little-known 
wood  sculpture  La  Luxure  of  1 890-1 891  (Willumsen  Museum, 
Copenhagen)  was  significant  of  the  search  for  new  sources.  The 
influence  of  primitivism,  either  in  the  form  of  African  sculpture, 
as  with  Picasso,  or  of  early  Italian  painting,  as  with  Derain,  con- 
firmed this  trend.  Undoubtedly  this  delight  in  fresh  ideas  and  this 
willingness  to  undertake  experiments  were  salutary. 

Not  all  the  essays  into  fresh  territories  have  proved  successful. 
How  could  they?  Nevertheless,  the  radicalism  of  early  twentieth 
century  art  no  longer  requires  defence,  even  if  the  exaggerated 
claims  made  for  some  of  its  exponents  will  not  withstand  scrutiny. 
The  passion  for  a  free  employment  of  colour,  which  characterises 
so  much  contemporary  work,  can  be  found  already  in  the  nine- 
teenth century:  for  example  Strindberg's  use  of  grey  tones  and 
his  technique  in  general  anticipates  tachisme.  Looking  at  the  later 
period,  Cubism  and  Futurism,  despite  their  great  historical 
importance  and  considerable  intrinsic  interest,  may  not  have 
proved  as  refreshing  and  lasting  as  was  once  thought:  the  most 
potent  inspiration  for  our  age  has  been  derived  from  the  emotive 
colourism  of  Bonnard,  Munch  and  Kandinsky. 
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I.  As  Duas  Primas  ('The  Two  Cousins').  Canvas, 
317  240  mm.,  and  here  attributed  to  Fragonard. 
Museu  National  de  Arte,  Antiga,  Lisbon. 


F.J.  B.  Watson 


Fragonard: 

the  Definitive  Book 


THE  Goncourts,  as  good  judges  as  you  could  want,  put 
Fragonard  beside  Watteau  as  one  of  the  only  two  great 
French  poets  of  the  eighteenth  century.  Before  that  century  was 
half  over  five  biographies  as  well  as  two  shorter  notes  on  Watteau 
had  been  written  and  de  Julienne  had  issued  most  of  his  Receuil, 
that  monumental  illustrated  catalogue  raisonnee  of  Watteau's 
works.  But  no  contemporary  thought  it  worth  while  to  write 
Fragonard's  life,  still  less  to  attempt  to  list  his  works  for,  unlike 
Watteau  who  died  at  the  height  of  his  fame,  the  painter  from 
Grasse  had  lived  long  enough  to  be  overtaken  by  a  new  phase  of 
taste.  To  his  Louis  XVI  contemporaries  there  must  always  have 
been  something  a  trifle  retardatory  about  his  subject  matter,  and 
under  the  Empire  no  one  was  sufficiently  interested  in  an  artist 
whose  works  are  the  quintessential  distillation  of  the  joie  de  vivre  of 
the  Ancien  Regime.  Such  facts  about  Fragonard's  life  as  have 
hitherto  been  available  were  garnered,  just  in  time,  by  the 
Goncourt  brothers  in  conversation  with  his  grandson,  an  elderly 
painter  employed  at  the  Sevres  factory.  Of  his  paintings  the  only 
records  were  of  his  few  exhibited  works,  some  scanty  entries  in 
sale  catalogues,  and  the  engravings  published  during  his  lifetime. 

M.  Wildenstein  has  been  engaged  in  collecting  materials  for 
his  book  for  almost  half  a  century,  and  it  is  a  measure  of  his 
success  that  his  Chronological  Resume  of  Documents  runs  to  nearly 
thirteen  closely  printed  pages  and  his  catalogue  of  the  artist's 
works  includes  545  items.  It  places  all  earlier  works  on  the  subject 
completely  in  the  shade.  Soberly  written,  it  sticks  closely  to  fact 
throughout,  as  such  a  book  should.  There  is  rightly  little  in  the 
way  of  aesthetic  criticism  and  none  of  those  irrelevant  speculations 
about  Fragonard's  private  relations  with  his  sitters  which  have 
been  the  bane  of  most  books  about  the  artist. 

A  short  but  exceptionally  intelligent  introduction  assesses 

*  Georges  Wildenstein.  The  Paintings  of  Fragonard:  Complete  Edition  (Phaidon 
Press,  London.  6  guineas). 


Fragonard's  art  in  relation  to  his  life  and  times.  It  concludes  with 
an  extremely  interesting  history  of  Fragonard's  fluctuating  repu- 
tation. Fragonard  came  back  into  fashion  rather  later  than 
Watteau,  Boucher  or  Greuze.  Arsene  Houssaye,  whose  otherwise 
worthless  Galerie  du  xviiie  Siecle,  is  a  useful  barometer  of  taste  in 
the  early  1840's,  makes  passing  reference  only  to  the  artist  as  a 
Boucher  pupil.  M.  Wildenstein  suggests  that  it  was  'about  1843- 
48'  that  Fragonard's  work  began  to  return  into  favour  after  a 
long  period  of  eclipse.  Amongst  the  enlightened  amateurs 
responsible  for  this  new  orientation  of  taste  he  might  have 
included  the  fourth  marquess  of  Hertford  who  bought  his  first 
Fragonard,  The  Schoolmistress,  in  1841  (thirteen  years  after  he 
purchased  his  first  Watteau)  and  who  perhaps  should  also  be 
given  some  credit  for  buying  The  Swing  after  the  Louvre  had  re- 
fused the  due  de  Morny's  offer  of  it,  albeit  that  by  that  time 
(1865)  both  the  estimation  and  price  of  Fragonard  had  risen 
steeply.  To  this  introduction  is  appended  a  section  in  which  the 
principal  contemporary  references  to  the  artist  are  listed,  the 
aforementioned  summary  of  all  relevant  biographical  docu- 
ments, a  fullv  documented  catalogue  raisonnee  and  illustrations  of 
every  Fragonard  that  M.  Wildenstein  has  traced:  nearly  four 
hundred  of  them  in  all,  including  sixteen  in  colour. 

There  can  be  no  doubt  that  this  is  the  definitive  book  on  Fragon- 
ard for  which  we  have  been  waiting.  Posterity  may  dot  an  Y  or 
cross  a  V  here  and  there  in  the  biographical  and  critical  parts  of 
the  book,  but  it  is  unlikely  to  do  more.  It  is  only  to  the  catalogue 
that  significant  additions  are  likely  to  be  made  as  further  Fragon- 
ards  come  to  light.  That  many  works  of  this  prolific  artist  are 
still  missing  is  certain.  M.  Wildenstein,  for  instance,  records  some 
65  landscapes  in  his  earlier,  Dutch  manner,  which  have  passed 
through  the  sale  rooms.  Of  these  no  less  than  32  are  described  as 
'lost'  or  'still  to  be  identified' ;  in  any  case,  the  artist  is  known  to 
have  painted  over  a  hundred  of  them.  There  can  be  little  doubt 
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2.  The  Musical  Contest  (detail),  signed  f.B  (for  Francois  Boucher),  but  here 
attributed  to  Fragonard.  Wallace  Collection. 

3.  Honore  Fragonard.  La  Jardiniere.  Canvas,  89  x  123  cms.  Presented  by 
Lady  Dunn  to  the  Beaverbrook  Art  Gallery,  Fredericton,  New  Bruns- 
wick. 


that  a  number  arc  still  awaiting  discovery  masquerading  under 
the  name  'school  of  Ruysdael'. 

The  problem  of  distinguishing  echt  from  unecht  Fragonard  is 
not  nearly  so  complex  as  in  the  case  of  Watteau  who  was  copied 
and  rccopicd,  often  with  remarkable  success,  both  by  his  con- 
temporaries and  by  later  imitators.  Boucher  too,  presents 
difficult  problems;  for  much  of  his  painting  was  carried  out  by 
pupils  whose  work  the  master  did  not  hesitate  to  sign.  Neither 
type  of  pseudo-Fragonard  exists  unless  we  include  the  rare  works 
on  which  Marguerite  Gerard  may  have  collaborated  with  her 
master.  Copies  of  Fragonard  mostly  date  from  the  nineteenth 
century  and  their  handling  is  seldom  difficult  to  distinguish  from 
Fragonard's  own  brilliant  and  fluent  brushwork.  But  problem- 
atic Fragonards  do  exist,  especially  amongst  the  earlier  work 
done  under  Boucher's  influence.  It  is  good,  for  instance,  to  see 
the  two  paintings  of  cupids  attributed  to  Boucher  in  the  current 
Wallace  Collection  Catalogue  (Nos.  483  and  488)  returned  to 
Fragonard.  This  re-attribution  is  certainly  correct,  and  more  than 
half  a  century  ago  that  distinguished  connoisseur  Sir  Claude 
Phillips  drew  attention  to  their  close  semblance  to  Fragonard's 
style.  I  personally  would  also  assign  the  Boucher  Musical  Contest 
in  the  same  collection  (No.  474)  to  Fragonard.  The  colouring, 
with  its  brilliant  reds,  blues,  yellows  and  the  cold  greens  of  the 
landscape  background,  comes  very  close  to  the  Boucheresque 
La  Jardiniere  (Wildenstein  No.  27)  and  the  whole  group  of  paint- 
ings closely  associated  with  it,  as  do  the  types  of  the  principal 
figures  with  their  snub,  tip-tilted  noses,  tiny  mouths  and  caressing 
eyes,  totally  different  from  Boucher's  appealing  but  stoney-eyed 
gold-diggers  (Figs.  2  and  3). 

Another  painting,  unmentioned  by  M.  Wildenstein,  which 
seems  worthy  of  serious  consideration  as  a  Fragonard  is  As  Duas 
Prinias  (The  Two  Cousins  Fig.  1)  in  the  Museu  Nacional  de  Arte, 
Antiga,  Lisbon  (No.  299  of  the  195 1  catalogue).  The  handling  of 
the  paint  seems  almost  as  though  it  had  been  executed  to  illus- 
trate the  Goncourts'  incomparable  description  of  La  Feu  an 
Poudres  as  un  inspiration  lumineuse,  tin  melee  de  touches,  un  vague 
essain  de  corps  .  .  .  devines  dans  des  frottis  de  terre  de  Sienne.  The 
subject  matter,  too,  has  many  parallels  in  Fragonard's  work 
around  1780,  as  in  Les  Deux  Soeurs  (Wildenstein  No.  476)  or 
Les  Baisers  Maternels  (Wildenstein  No.  467). 

To  point  to  such  small  and  isolated  additions  to  M.  Wildcn- 
stein's  enormous  and  painstaking  catalogue  is  not  to  impugn  his 
connoisseurship  in  any  way.  They  are  inherent  in  the  character 
of  his  monumental  task.  Fragonard  was  an  immensely  prolific 
artist.  No  living  person  can  have  examined  every  surviving  paint- 
ing even  though  exactly  one  hundred,  or  almost  one  quarter  of 
the  recorded  Fragonards,  have  passed  through  the  hands  of  the 
firm  of  Wildenstein  at  some  time  during  the  present  century. 

Of  the  four  greatest  masters  of  French  eighteenth-century  paint- 
ing, Watteau  has  been  richly  served  in  recent  years:  there  is  Mmc 
Adhemar  on  the  paintings,  Dacier  and  Vuaflart  on  the  engravings, 
and  the  recent  Parker-Mathey  volumes  on  the  drawings.  Chardin 
has  been  most  adequately  dealt  with  by  M.  Wildenstein  himself. 
When  M.  Ananoff's  promised  book  on  Fragonard  drawings 
appears  and  is  added  to  the  work  under  review,  the  third  chapter 
may  be  regarded  as  virtually  complete.  Only  Boucher  remains. 
De  Nolhac's  essay  of  1925,  and  the  Soulic  and  Masson  catalogue 
of  19 1 2,  are  both  excellent  in  their  way  but  arc  now  out  of  date 
and,  in  any  event,  arc  a  mere  prologomcnon  to  the  study  of  this 
great  and  underestimated  artist.  It  is  to  be  hoped  that  M.  Wilden- 
stein can  now  be  persuaded  to  undertake  this  task.  It  could  only 
be  fruitfully  accomplished  by  one  who  has  spent  a  lifetime 
immersed  in  the  close  study  of  eighteenth-century  French  painting. 
And  of  whom  but  M.  Wildenstein  can  that  be  said? 
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Vi.  iu  i.).  i.  i.aruinai  L»on  oaspar  ae  oorja  y  veiasco:  contemporary  copy  or 
full-length  enlargement  of  a  Velazquez  original.  Canvas,  31  X  21  in./.  O. Flatter 
Collection.  2.  Attributed  to  Velazquez.  Canvas,  30  X  25  in.  Metropolitan 
Museum.    3.  School  of  Velazquez.  Canvas,  25  x  19^  in.  Toledo  Cathedral. 


I  i  I 


The  Portrait  of  Cardinal  Borja  by  Velazquez 


IN  a  recent  instance  it  has  been  possible,  through  copies,  to 
reconstruct  the  appearance  of  an  ecclesiastical  portrait  by 
Velazquez  which,  at  a  later  date,  must  have  been  dismembered 
and  reduced  to  bust  proportions.1  The  discovery,  a  short  time  ago, 
of  a  small  early  full-length  copy  or  adaptation  of  Velazquez's 
famous  'lost'  portrait  of  Cardinal  Borja,  painted  about  1643,  has 
some  of  the  same  kind  of  art-historical  interest.  Carrefio,  in  1658, 
was  the  first  to  describe  how  the  original  of  this  portrait  was 
commissioned  from  Velazquez  by  Borja  himself  and  paid  for  in 
kind.  In  an  imaginary  dialogue  between  Borja  and  Carrefio, 
written  by  Cean  Bermudez  in  1820,  they  are  made  to  refer  to  'the 
copies  of  Velazquez's  original  (some  enlarged  to  full-length)  made 
for  the  Cathedrals  of  Toledo,  Seville  and  other  places  after  the 
Cardinal's  death'.  Until  now,  however,  no  full-length  copy  of 
any  kind  has  apparently  been  recorded  either  in  Spain  or  else- 
where, though  the  appearance  of  the  original  head  has,  of  course, 
long  been  known  from  the  fine  preparatory  black  chalk  drawing, 
undoubtedly  autograph,  in  the  Academia  de  San  Fernando, 
Madrid,  and  from  no  less  than  four  versions  in  oil:  a  half-length, 
showing  part  of  the  left  hand,  in  the  Metropolitan  Museum;  and 
three  busts  without  hands,  respectively  in  the  Staedel  Institute, 
Frankfurt;  Toledo  Cathedral;  and  in  the  Bankes  Collection, 
Kingston  Lacy.2  These  are  fully  documented  in  the  literature,  but 
all  four  of  the  oil  versions  have  now  been  eliminated  from  the 
definitive  sections  of  the  most  recent  catalogues  raisonnes  of  the 
master's  work. 

In  his  detailed  analysis  of  the  Borja  portraits,  published  in  1946, 3 
Sciior  J.  Lopez-Rey  suggested,  both  on  stylistic  grounds  and  from 
his  researches  into  provenance,  that  the  Staedel  Institute  portrait, 
after  the  drawing,  was  the  most  significant  of  the  versions  then 
known  to  him.  This  picture  appears  to  be  that  recorded  by 
Palomino,  Ponz,  and  Cean  Bermudez  as  hanging  in  the  Borja 
Palace  at  Gandia,  and  its  later  provenance  can  be  traced  through 
Jovellanos,  Cean  Bermudez,  and  the  Salamanca  Collection.  The 
Toledo  bust,  which  has  the  same  measurements  and  is  a  weaker 
version  of  the  Staedel  Institute  one,  is  believed  to  be  a  copy  of  an 
original  which  hung  over  the  Cardinal's  tomb  in  the  Cathedral, 
and  which  disappeared  after  being  placed  in  storage  in  1808.  The 

1  Archbishop  Fernando  de  Valdes:  Some  notes  on  a  recently  identified  portrait. 
The  Connoisseur,  April  i960. 

2  Mayer  420,  422,  421  and  423. 

3  J.  Lopez-Rey.  'On  Velazquez's  portraits  of  Cardinal  Borja.'  The  Art  Bulletin, 
December  1946. 


Bankes  version  differs  from  the  Toledo  and  Frankfurt  versions  in 
being  a  true  'head  portrait'  with  a  shorter  bust:  there  is  an 
undocumented  tradition  that  it  also  once  hung  in  the  Gandia 
Palace.4 

The  picture  in  the  Metropolitan  Museum,  which  is  of  special 
interest  to  this  study  as  it  is  the  only  one  to  show  an  arm  and  part 
of  a  hand,  came  from  the  Labouchere  Collection  in  Somerset  and 
its  provenance  prior  to  1869  is  unknown.  Lopez-Rey  has  suggested 
that  it  is  'perhaps  a  large  fragment  of  a  full-length  portrait  made 
after  the  original  head-portrait  by  Velazquez',  in  which  case  it  may 
once  have  been  the  same  size  (1  •  40  X  1  •  20  metres)  as  the  Doria 
portrait  of  Innocent  X.  In  its  freer  modelling,  particularly  of  the 
folds  of  the  dress  and  collar,  it  differs  substantially  from  the  rest  of 
the  series,  in  all  of  which  these  details  are  virtually  identical. 
Moreover,  the  slight  but  noticeable  difference  in  the  position  of 
the  left  forearm  in  the  Metropolitan  picture,  as  compared  with 
the  new  full-length,  points  to  the  absence  of  a  common  model  for 
the  hands  and  arms,  as  well  as  for  the  robes.  If  a  full-length 
prototype  could  be  adduced,  an  interesting  point  is  raised  in  that 
the  right  hand  of  the  Cardinal,  visible  for  the  first  time  in  the 
newly-found  copy,  holds  a  prayer-book  and  not  a  folded  paper, 
as  do  the  signed  Velazquez  fragment  in  the  Palace  at  Madrid  and 
the  copies  of  the  portrait  of  Archbishop  Valdes.  This  could  be 
construed  as  further  evidence,  if  such  were  needed,  that  the 
Madrid  hand  fragment  belongs  to  the  portrait  of  the  Archbishop, 
and  not  to  a  one-time  full-length  portrait  of  the  Cardinal.5  The 
existence,  however,  of  the  preparatory  drawing ;  the  absence  of 
any  analogous  hand  fragment  which  could  be  related  to  one  of 
the  Borja  series;  and  the  meticulous  repetition  of  the  dress  in  all 
but  one  of  the  known  portraits ;  seem  to  confirm  Cean's  state- 
ment that  the  prime  original  was  a  head  and  shoulders  from  which 
the  Staedel,  Toledo,  and  Bankes  versions,  and  the  bust  of  the 
full-length,  have  been  directly  taken.  The  emergence  of  further 
examples  of  the  posthumous  full-length  copies  mentioned  by 
Cean,  and  similar  to  the  attractive  small  picture  illustrated  here, 
would  undoubtedly  help  to  shed  more  light  on  this  interesting 
problem. — Theodore  Crombie. 

4  It  measures  0*475  X  0-397  tn.  Curtis,  who  stated  that  it  measured  41  X  38  in. 
and  that  it  showed  the  Cardinal  in  black  robes,  must  have  been  confusing  it  with 
the  recently  identified  Velazquez  portrait  of  Camillo  Massimi  in  the  same  collection. 
6  See  The  Connoisseur,  op.  cit.,  and  J.  Ainaud  de  Lasarte,  'Varia  Velazquena,'  Vol.  I, 
p.  315,  in  which  he  points  out  that  both  the  Borja  portraits  and  that  of  Innocent  X, 
derive  directly  from  the  Valdes  full-length. 
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The  Connoisseur's  Diary 

Early  Gothic  Pendant    :     In  Memory  of  M.  Richard 
Peiiard  y  Fernandez     :     Sculpture  of  Dora  Gordine 


ENGLISH  gold  jewellery  of  the  Medieval 
period  is  exceptionally  rare  and  the  gold 
pendant  generously  given  by  Mr.  Richard  and 
Mr.  Martin  Norton  to  the  British  Museum  is  a 
valuable  addition  to  the  very  small  group  of 
extant  examples. 

This  lozenge-shape  pendant,  seen  below,  is 
engraved  for  translucent  enamelling,  but  every 
trace  of  enamel  has  been  lost  or  removed.  The 
figures  in  this  technique  of  engraving  are  left  in 
relief  and  the  background  is  cut  away  and  keyed 
to  receive  the  enamel.  The  quality  of  the  en- 
graving which  can  be  seen  more  clearly  in  its 
present  'dis-enamelled'  state,  is  of  the  highest 
quality.  On  the  one  side  is  depicted  the  Virgin 
and  Child  and  on  the  other,  the  Crucifixion. 

The  figure  style,  the  drapery,  and  the  general 
treatment  are  typical  of  the  artists  who  decorated 
the  group  of  illuminated  manuscripts  of  the 
period  1280-13 20  m  England — the  so-called 
'East  Anglian  school' — one  of  the  finest  of  which 
is  the  Gorleston  Psalter. 

This  gold  pendant  is  a  fine  example  of  English 
late  thirteenth-century  goldsmiths'  work  which, 
despite  its  minute  proportions,  is  an  important 
addition  to  the  Museum's  Collections. 

Dated  Dublin  Punch  Bowl 

ANOTHER,  and  probably  the  most  impressive 
item  among  the  recent  post-medieval  acquisi- 
tions by  the  British  Museum,  is  an  enormous 
delftware  punch  bowl  made  in  Dublin  in  1753. 
It  is  a  tour  deforce:  16  in.  in  diameter  and  8  in. 
high.  The  decoration  is  also  of  high  quality.  The 


exterior  has  a  powdered  manganese  ground 
with  six  reserved  panels  of  landscapes  and  floral 
motifs  painted  in  blue.  On  the  base  is  written  in 
underglaze  blue:  Clay  got  over  the  Primate's 
coals — Dublin  1753. 

This  documentary  piece  of  pottery,  is  the  only 
known  example  of  delftware  from  Captain 
Delamain's  manufactory  in  Dublin  bearing  a 
date.  In  the  mid  eighteenth  century  the  produc- 
tion of  fine  pottery  in  Ireland  had  so  declined 
that  the  the  Dublin  Society  and  the  Irish  House 
of  Commons  donated  large  sums  of  money  in 
1752  and  1753  to  a  gentleman,  a  Captain  Henry 
PeUmain,  'formerly  in  the  service  of  the  Prince 
of  Saxe-Gotha',  for  the  financing  of  his  new 
earthenware  manufactory,  which  was  started  in 
1752.  Although  seven  extant  pieces  of  delftware 
are  inscribed  Dublin,  none  is  dated.  This  punch 
bowl  is  testimony  of  the  remarkably  high 
standard  achieved  at  the  very  commencement  of 
the  factory's  long  life.  The  very  individual  style 
of  the  landscape  painter  of  this  punch  bowl  is  a 
distinguishing  feature  of  much  of  the  later  delft- 
ware from  Delamain's  Dublin  manufactory,  but 
clearly  he  was  employed  from  the  very  begin- 
ning. 

The  significance  of  the  strange  inscription  lies 
in  the  fact  that  Delamain  claimed  to  be  the  first 
to  heat  the  pottery  kilns  with  coal — not  wood, 
as  was  customary  at  that  time.  No  doubt,  the 
coal  used  for  firing  the  potter's  clay  at  Dela- 
main's came  from  land  owned  by  the  Primate  of 
Ireland,  but  the  full  import  of  the  inscription  has 
yet  to  be  discovered. 

European  Art  History 

PUBLISHED  by  Cambridge  University  Press 
at  3  s.  6d.,  European  Art  History  is  the  latest 
addition  to  the  Fourth  Series  of  the  National 
Book  League's  Reader's  Guides.  The  compiler 
this  time  is  Mr.  T.  G.  Rosenthal,  who  has  done 
the  job  admirably.  Architecture  is  the  subject  of 
a  separate  guide,  so  is  not  included  here,  apart 
from  that  'quite  fantastic  fountain  of  energy  and 
erudition,  Nikolaus  Pevsner's  Buildings  of 
England  series',  winch  finds  a  place  because  'so 
much  of  the  best  of  English  art  is  ...  in  her 
buildings'.  Nor  does  the  list  aim  at  comprehen- 
siveness :  of  about  1 500  art  books  now  in  print, 
Mr.  Rosenthal  cites  under  200  titles  in  all,  in- 
cluding some  80  monographs  on  individual 
painters  and  sculptors. 

But  his  selection  is  sound  and  catholic, 
absolutely  up-to-date,  and  spiced  with  lively 
comments,  of  which  the  following  is  a  sample: 

A  rare  English  late  thirteenth-century  gold 
pendant,  f  in.  high,  recently  presented  to  the 
British  Museum.  See  first  story  above. 


'The  general  reader  faced  with  the  choice  of 
Vasari  or  a  multi-volume  biographical  study  by 
some  earnest  Teuton  may  well  plump  for  the 
former  who  has  a  certain  ease  and  elegance  and 
who  compresses  a  great  deal  into  a  short  space'. 
The  introduction,  which  is  as  sparing  of  punctu- 
ation as  the  sentence  just  quoted,  takes  note  of 
the  healthy  present-day  trend  towards  books 
aimed  at  the  intelligent  layman  rather  than  at 
fellow  art-historians. 

Masterpiece  of  French  Furniture 

BEFORE  the  important  art  sale  of  the  collections 
of  that  great  Parisian  collector,  the  late  M. 
Richard  Pehard  y  Fernandez,  which  were 
recently  dispersed  at  Palais  Galleria  (Com- 
misaire  Priseur:  M.  Etienne  Ader),  his  brother, 
Rene,  had  offered  to  the  Louvre,  from  his 
brother's  collections  and  in  his  memory,  one  of 
the  most  celebrated  and  rare  extant  pieces  of 
French  eighteenth-century  furniture. 

This  is  the  meuble  a  transformation  by  Jean- 
Francois  Oeben,  which,  as  Mr.  Francis  Watson 
has  already  told  us  (see  The  Connoisseur,  Septem- 
ber, 1957,  pp.  22-25),  was  referred  to  (Item  52) 
in  the  inventory  taken  after  Oeben's  death  in 
1763  by  the  obscure  term  table  a  la  Bourgogne. 

The  most  remarkable  feature  of  the  piece, 
which  was  originally  in  the  Leon  Reinach 
Collection  and  before  that  (1885)  in  a  private 
collection  in  England,  is  its  mechanical  devices. 
The  drawers  extend  for  only  half  the  depth  of 
the  carcase  in  order,  on  the  operation  of  the 
handle  fitted  on  the  right-hand  side,  to  allow  a 
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shallow  display  cabinet  to  rise  from  the  rear 
section.  This  is  operated  by  a  system  of  ratchets 
and  counterweights  contained  in  the  body.  Also, 
the  front  of  the  velvet-padded  lowest  drawer  is 
so  designed  that  it  drops  to  enable  it  to  be  used, 
if  necessary,  as  a  prie-Dieu. 

A  Triumph  of  Flowers 

THE  pair  of  delightful  flower-paintings,  one  of 
which  is  reproduced  in  colour  on  the  opposite 
page  and  the  other  on  the  cover  of  this  issue,  are 
singularly  beautiful  examples  of  the  work  of 
Jean  'Baptiste'  Monnoyer,  born  at  Lisle,  1636. 
After  initial  studies  at  Antwerp  he  began  his 
career  as  a  painter  of  history  subjects.  Monnoyer 
then  travelled  to  Paris  and,  before  he  was  thirty, 
so  impressed  the  authorities  with  his  style  that  he 
was  made  a  member  in  1663  of  the  recently 
founded  Academy.  He  exhibited  at  the  Salon  in 
1673  under  the  name  of  'Baptiste'.  Charles 
Lebrun,  then  the  greatest  figure  in  French  art, 
employed  him  as  assistant  in  decorating  the 
palaces  of  Versailles,  Trianon,  Marly,  Meudon 
and  Vincennes. 

The  Duke  of  Manchester,  English  Ambassador 
in  Paris  at  the  time,  delighted  in  Monnoyer's 
work  and  invited  him  to  London  in  1678.  The 
artist  immediately  augmented  his  fame  in 
England  by  his  fruit  and  flower  decorations  to 
Montague  House,  which  in  due  time  became  the 
British  Museum. 

Similar  commissions  resulted  in  his  decorations 
to  Burlington  House,  Windsor,  Hampton 
Court,  Kensington  Palace  and  other  great 
houses,  and  he  painted  a  large  number  of  in- 
dividual fruit  and  flower  pictures,  some  of 
which  were  acquired  by  Queen  Mary  II  and 
Queen  Anne. 

Even  at  a  time  when  Dutch  flower-painting 
was  so  prolific  and  various,  Monnoyer  pre- 
served his  own  personal  manner,  and  was  con- 
tinuously occupied  with  important  commissions 
for  twenty  years  until  his  death  in  London  in 
1699.  He  also  engraved  several  plates  after  his 
own  designs,  and  other  engravers  completed  a 
folio  volume  containing  eighty  examples. 

Messrs.  Frost  &  Reed  acquired  the  two  tine 
flower-paintings  conserved  direct  from  an 
important  private  collection  in  Africa.  They  are 
in  an  excellent  state  of  preservation,  principally 
because  they  were  cleaned  for  the  first  time  only 
three  months  ago,  and  have  never  been  on  the 
art  market  before. 

Incidental  Intelligence 

FROM  the  current  Deutsche  Kultumachrichten 
(Bonn),  sent  to  me  by  Georges  Salmann, 
Editorial  Delegate  General  for  The  Connoisseur 
in  France,  Germany  and  Greece:  the  news  that 
Professor  Vladimir  Milojcik  has  discovered  in 
the  Benedictine  monastery  church  on  Fraueninsel 
in  Chiemsee  some  ninth-century  frescoes. 
Under  the  Romanesque  part  of  the  church  much 
earlier  foundations  have  also  been  revealed. 

For  190,000  DM  the  Wallraf-Richartz 
Museum,  Cologne,  has  acquired  an  important 
work  by  Chagall :  Moses  Breaking  the  Tablets  of 
the  Law  (1955-56).  This  now  forms  the  basis  of 
the  Museum's  Chagall  Collection. 

In  Kathunerini  (Athens)  appears  a  short  pre- 
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One  of  the  finest  clocks  in  the  current  Charles  II 
Exhibition  at  Burlington  House,  London.  See 
'Bracket  Clock  by  Charles  Gretton'. 

M.  Rene  Penard  y  Fernandez  has  offered  this 
rare  piece  of  French  eighteenth-century  furni- 
ture to  the  Louvre  in  memory  of  his  brother. 
See  'Masterpiece  of  French  Furniture'. 


luninary  report  of  the  nature  of  the  discoveries 
made  between  the  Volga  and  the  Don  by 
Russian  archaeologist  Valentin  Silow.  These 
may  throw  new  light  on  the  history  of  the 
Aorses  tribes  during  the  first  century  A.D.  In 
recent  months  more  than  100  tombs  have  been 
excavated.  Some  have  produced  rich  finds :  gold 
bracelets  and  filigree  work,  bronze  vessels, 
antique  weapons  and  glass.  The  provenance  of 
some  of  the  latter  has  been  suggested  as  Southern 
Italy.  A  Chinese  mirror  has  been  found  in 
another  tomb. 

Bracket  Clock  by  Charles  Gretton 

THE  14  inch  high  bracket  clock  by  Charles 
Gretton,  seen  at  left,  loaned  by  Mrs.  Geoffrey 
Hart  to  the  current  Charles  II  Exhibition  at 
Burlington  House,  is  an  admirable  example  of 
English  horology  of  its  period  (c.  1685).  It  was  a 
period,  in  fact,  when  the  bracket  clock  was 
established  in  all  the  essential  characteristics 
which  were  to  continue  in  production  for  more 
than  a  century.  Mrs.  Hart's  example  is  especially 
pleasing.  The  case  is  veneered  in  kingwood,  and 
the  gilded  metal  dial  shows  the  days  of  the 
month  and  is  inset  with  pierced  brass  plaques 
and  winged putti  in  spandrels.  It  is  inscribed:  Cha. 
Gretton/ LOXDON.  Gretton,  of  The  Ship,  Fleet 
Street  was  Master  of  the  Clockmakers  Com- 
pany in  1700.  In  1697  The  London  Gazette  carried 
an  announcement  to  the  effect  that  two  High- 
waymen had  taken  away  a  large  silver  watch  by 
Charles  Gretton.  If  offered  for  sale  'you  are 
desired  to  stop  the  watch  and  Party  and  give 
notice  to  Mr.  Gretton'. 

French  Domestic  Silver  and  the 
Metropolitan 

FROM  the  illustrative  point  of  view  the  two 
volumes  edited  by  Miss  Faith  Dennis  (Three 
Centuries  of  French  Domestic  Silver:  Its  Makers  and 
its  Marks:  New  York,  The  Metropolitan 
Museum  of  Art,  S50)  are  certainly  the  most 
important  contribution  yet  made  about  both  the 
style  of  French  plate  and  its  marks.  No  other 
volume  contains  so  many  excellent  photo- 
graphic reproductions  of  so  many  pieces  as  does 
her  first,  nor  such  abundant  and  accurate  photo- 
graphic enlargements  of  Parisian  and  provincial 
marks  as  does  its  companion. 

The  late  Mr.  Preston  Remington  laid  far- 
sighted  plans  to  assemble  a  wide  variety  of 
French  plate  in  the  Metropolitan  Museum  in 
1938,  including  many  pieces  of  great  beauty  and 
of  the  finest  quality ;  to  have  all  the  pieces  and 
every  one  of  the  marks  they  bear  photographed; 
and  to  inaugurate  a  programme  of  thorough 
research  with  the  intention  of  producing  this 
work,  which  he  did  not  live  to  see,  completed 
and  published  by  his  collaborator,  Miss  Dennis. 
The  most  generous  help  was  accorded  them  not 
only  in  obtaining  loans  (largely  from  the  wonder- 
ful collection  built  up  during  her  residence  in 
France  by  the  late  Mrs.  Catherine  D.  Went- 
worth,  and  from  that  of  Junius  Spencer  Mor- 
gan), but  also  in  their  prolonged  quest  for 
information,  and  in  the  production  of  these 
elaborate  and  elegant  volumes. 

The  first  opens  with  a  modification  of  Mr. 
Remington's  introduction  to  the  catalogue  of 

(Continued  on  page  44) 


Jean  Baptiste  Monnoyer  (1636-1699).  One  of  a  pair  of  oval  flower  paintings, 
31J  x  25*  inches.  From  a  well-known  private  collection.  See  also  Cover. 

In  the  possession  of  Messrs.  Frost& Reed,  Ltd.,  «,  New  Bond  Street,  London,  W.i,  and  10  Clare  Street, 


the  exhibition — a  short  historical  survey  from 
the  Renaissance  until  the  full  flowering  of  the 
Empire  style,  with  references  to  the  most  im- 
portant of  the  585  entries  that  follow  in  this 
catalogue.  These  are  brief  and  factual  but  in  no 
way  critical  or  comparative  accompaniments  to 
the  even  greater  number  of  illustrations,  some  of 
which  include  services  or  several  different  pieces, 
while  others  show  the  same  piece  from  different 
view-points.  All  are  reproduced  in  collotype  of 
remarkably  high  quality  from  subtly  toned 
photographs  taken  in  a  gauze  tent,  a  technique 
which  is  well  established  in  the  United  States  and 
which  is  becoming  better  known  in  Britain. 

Any  method  of  ordering  such  a  work  would 
be  in  some  respects  unsatisfactory.  In  view  of  the 
authors'  intention  to  devote  a  large  part  of  their 
work  to  the  marks,  they  chose  to  list  the  pieces 
according  to  the  place  of  jurisdiction  and  sub- 
divided first  according  to  alphabetical  sequences 


of  makers'  names,  and  then  chronologically. 
The  capital  naturally  heads  the  list  and  the  pro- 
vincial jurisdictory  towns  follow  alphabetically, 
grouped  with  others  under  their  control.  This  is 
the  neatest  method,  because  almost  three-fifths 
of  the  pieces  were  marked  in  Paris.  And  it 
allows  one  long  sequence  of  what  are,  by  and 
large,  the  best  designed  and  executed  works  by 
the  most  prominent  makers  to  be  followed  by 
smaller  groups  in  which  some  distinctive  local 
idiosyncrasies  can  be  discerned.  Some  users 
might  have  preferred  a  loose-leaf  system  for 
comparative  work,  such  as  was  so  successfully 
employed  about  thirty  years  ago  by  MM.  Nocq, 
Alfassa  and  Guerin  in  a  similar  but  smaller 
work;  especially  when  such  a  large  number  of 
objects  is  involved.  Certainly  a  separate  list  of 
pieces  by  types  and  dates  would  have  been  a 
most  useful  addition  to  the  tables  and  index  at 
the  end  of  the  second  volume. 
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Bronze  bas-relief  (7x5  ft.)  commissioned  by 
the  Esso  Petroleum  Co.  Ltd.  and  executed  by 
Dora  Gordine,  the  internationally-known 
sculptress,  to  commemorate  the  recent  opening 
of  the  new  Esso  refinery  at  Milford  Haven  by 
H.R.H.  The  Duke  of  Edinburgh.  Executed  with 
outstanding  power  and  imagination,  this  plaque 
was  commissioned  as  a  tribute  to  the  men  who 
built  and  those  who  operate  the  new  plant.  In 
her  own  words  Dora  Gordine  set  out  to  express 
in  this  sculpture  'the  idea  of  oil  as  a  great 
modern  source  of  power,  fluidity  and  move- 
ment .  .  .  linked  with  the  human  form,  with 
human  beings  whose  needs  are  being  served  by 
this  refinement  of  crude  energy'. 

This  second  volume,  principally  about  the 
makers'  and  other  marks  to  be  found  on  the 
pieces  already  described,  starts  with  a  short  and 
clear  general  account  of "  successive  marking 
regulations,  as  well  as  the  powers  and  duties  of 
the  guilds,  the  makers  who  belonged  to  them, 
the  mints,  the  tax-farmers,  and,  for  the  later 
period,  the  central  government.  Then  follow 
reproductions  of  every  French  punched  mark 
found  on  each  piece,  accompanied  by  an  actual, 
or  tentative,  identification.  Though  these  form 
an  interesting  study  for  the  specialist,  there  is 
still  room  for  a  series  of  tabulated  photo- 
graphic plates  for  the  thirty-one  mint  towns, 
based  on  the  plan  of  Sir  Charles  Jackson's 
successful  work. 

It  is  of  more  than  passing  interest  to  remark  on 
two  or  three  aspects  of  Franco-British  relations. 
There  was  evidently  a  closer  affinity  between 
French  and  British  designs  during  the  sixteenth 
and  seventeenth  centuries  than  is  usually 
believed.  For  example:  the  rose-water  dish  (218), 
the  three-pronged  fork  (177)  and  the  Amiens 
caster  of  about  1670  (396).  Many  of  the  pieces 
have  British  comiections:  e.g.  Matthew  Prior's 
inkstand  (327),  Besniers's  tureen  engraved  with 
both  the  English  Royal  arms  and  those  of 
Horace  Walpole,  and  the  magnificent  toilet 
service  (284),  comparable  with  the  Lennoxlove, 
which  probably  commemorates  the  marriage  in 
1667  of  the  future  sovereigns,  William  III  of 
Orange  and  his  cousin,  Princess  Mary. 

Much  Travelled  Hortense 

THE  portrait  of  Hortense  Valpincon  by  Degas, 
reproduced  in  colour  on  page  lxxi  of  the 
January  issue,  would  appear  to  date  from 
1874-5  was  exhibited  at  the  Durand-Ruel 
Gallery  (Rue  Peletier)  in  1876.  In  1914  it  was  in 
the  Camondo  Collection  and  was  subsequently 
sold  to  Count  de  Morasini.  It  found  its  way  to 
Moscow  and  was  sold  to  Serge  Shchukin  who 
brought  it  to  London  in  191 5.  Since  then  its 
history,  reports  Adrian  Bury,  is  obscure.  Hor- 
tense Valpincon  married  Jacques  Fourchy.  She 
was  the  daughter  of  Paul  Valpincon  of  Mcnil- 
Hubert,  Normandy,  where  Degas  occasionally 
stayed.  He  was  there  in  1871  during  the  Com- 
mune and  painted  Henri  Valpincon  as  a  child 
(Lesmoinc  Catalogue).  An  earlier  portrait  of 
Hortense  (1869)  is  now  in  the  Chester  Dale 
Collection,  New  York  (Lesmoine  Catalogue). 
In  1884  Degas  made  a  bust  of  Hortense  which 
was  accidentally  destroyed  during  the  casting. 
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FRENCH  MINIATURES  FROM  ILLUM- 
INATED MANUSCRIPTS:  By  Jean  Por- 
cher.  (London:  Collins,  i960  £6  6s.  net.) 

AS  Conservateur  en  Chef  du  Cabinet  de' 
.Manuscrits  at  the  Bibliotheque  Nationale 
Paris,  Monsieur  Jean  Porcher  was  responsible  for 
the  organisation  and  lay-out  of  three  important 
exhibitions  of  manuscripts  in  the  years  1954, 
1955,  and  1958.  The  first  was  devoted  to  manu- 
scripts ranging  in  date  from  the  seventh  to  the 
twelfth  centuries,  the  second  to  those  dating 
from  the  thirteenth  to  the  sixteenth  centuries, 
and  the  third  to  the  influence  of  Byzantium  on 
mediaeval  France.  These  exhibitions  were  of 
considerable  interest  to  students  of  mediaeval 
art;  not  only  were  they  well  planned,  reason- 
ably comprehensive,  and  displayed  as  well  as  a 
somewhat  intractable  medium  made  possible, 
but  the  organiser,  after  hours,  would  graciously 
open  cases  for  scholars  in  the  evenings  in  order 
that  a  fuller  study  of  the  exhibits  could  be  made. 
Thus  the  fortunate  student  permitted  access  in 
this  way  might  learn  more  about  mediaeval 
illumination  in  a  week  than  in  years  of  studying 
photographs  and  articles.  The  catalogues  of  these 
exhibitions  were  models  of  their  kind.  They 
form  an  important  adjunct  to  any  student's 
library. 

On  the  crest  of  the  wave  of  these  exhibitions 
Monsieur  Porcher  has  now  produced  the  first 
general,  up-to-date  survey  of  French  iUumina- 
tions.  The  student  will  be  familiar  with  general 
essays  in  Michel's  Histoire  de  VArt,  in  the  Skira 
publications,  and  monographs  have  appeared  on 
particular  problems  or  masters,  but  the  standard 
work  by  Martin  on  French  miniatures  ranged 
only  between  the  thirteenth  and  fifteenth  cen- 
turies and  is  now  considerably  out  of  date.  There 
was  a  time  when  some  French  scholars  could  be 
accused  of  thinking  that  anything  outside  France 
was  not  worth  considering,  but  happily  these 
days  are  over. 

Monsieur  Porcher  is  well  aware  of  the  intri- 
cate strands  from  numerous  sources,  particularly 
in  the  Romanesque  period,  which  were  woven 
into  the  fabric  of  French  art.  He  pays  tribute  to 
Antique  and  Carolingian  survivals,  to  the  con- 
tribution of  England,  to  the  schools  of  the  Holy 
Roman  Empire  at  Lorraine,  at  Reichenau, 
Regensburg  and  Bamberg,  to  the  workshops  in 
Italy  and  Spain,  and  of  course  to  Constantinople; 
although  in  the  last  case  he  is  aware  that  the  in- 
fluence was  frequently  second-hand,  either  from 
the  Ottoman  schools  or  from  southern  Italy.  At 
one  point,  however,  your  reviewer  would  dis- 
agree with  the  learned  author  over  the  derivation 
'of  palmettes  with  flat  spear-shaped  leaves' 
found  in  a  number  of  south-western  French 
manuscripts,  such  as  the  Sacramentary  of  Figeac, 
from  Byzantine  capitals  of  the  period  of  the 
Emperor  Justinian  (527-565).  The  likeliest 
source  would  seem  to  be  Hispano-Arabic  art  of 


which  the  author  is  fully  cognisant  when  dealing 
with  manuscripts  from  the  scriptorium  at 
Limoges. 

Monsieur  Porcher  considers  the  development 
of  Gothic  illumination  to  be  considerably  in  debt 
to  the  designers  of  stained  glass  windows.  To 
them  are  ascribed  the  awareness  for  a  need  of 
'the  discipline  of  clean  dry  line  and  of  light  boldly 
distributed  over  large,  plain  surfaces'.  And  yet 
miniaturists  working  at  Reichenau,  Regensburg 
and  Bamberg  had  been  aware  of  this  discipline  in 
Ottoman  times,  metal-workers  in  the  Rhineland 
and  along  the  Meuse  had  been  aware  of  it  in  the 
twelfth  century.  One  wonders  whether  a  closer 
study  of  the  so-called  minor  arts  might  not  have 
produced  more  satisfactory  parallels  than  the 
windows  which  appear  to  be  the  end  of  the 
debate  rather  than  the  beginning.  But  the  essay 
on  Gothic  miniatures  is  in  most  respects  a  model 
of  its  kind.  Monsieur  Porcher,  with  his  grasp  of 
the  lines  of  development  and  of  the  machinery 
of  recent  literature,  is  more  concerned  with 
stating  the  diverse  aspects  of  a  problem  than  in 
rushing  to  resolve  it,  and  his  assessment  of  paint- 
ing under  the  first  Valois  kings,  of  the  painters  of 
Jean,  Due  de  Berry,  of  the  complex  issues 
presented  by  the  Bedford,  Boucicaut  and  Rohan 
Master  is  admirably  detached.  He  accepts  Dr. 
Otto  Pacht's  brilliant  attribution  of  the  Livre  du 
Coeur  d' amour  ipris  to  Rene  of  Anjou,  whom  he 
salutes  as  'among  the  most  sensitive  and  inspired 
painters  of  all  time*. 

To  any  student  of  mediaeval  art  this  survey 
will  be  an  essential  part  of  his  equipment.  An 
extensive  sequence  of  colour  plates  is  reinforced 
by  numerous  illustrations  in  black  and  white  and 
there  is  a  useful  bibliographical  commentary. 
The  text  has  been  sensitively  translated  by  Mr. 
Julian  Brown.  The  publishers  are  to  be  con- 
gratulated on  presenting  with  tact  and  taste  a 
work  of  scholarship  which  should  inspire  the 
postulant  and  delight  the  instructed. — J.B. 

THE  FASHIONABLE  LADY  IN  THE 
NINETEENTH  CENTURY:  By  Charles 
H.  Gibbs-Smith.  (London:  H.M.  Stationery 
Office  for  the  Victoria  and  Albert  Museum. 
25s.  net.) 

HOW  strong  is  the  interest  in  women's  costumes 
of  an  earlier  generation  has  lately  been  demon- 
strated by  those  formerly  belonging  to  Miss 
Fairbank  at  the  Victoria  and  Albert,  and  the 
publication  of  this  delightful  volume  should  pro- 
vide a  powerful  stimulus  to  that  interest.  What 
an  enchanting  sequence  of  the  fashionable  lady 
in  her  various  guises,  her  costumes  for  day  and 
evening  wear,  and  how  valuable  a  guide  to  her 
changing  tastes  and  caprices ;  even  if  her  image 
throughout  may  be  idealised ! 

The  book  is  a  model  of  intelligent  planning, 
and  inspires  the  hope  that  a  similar  scheme  may 
be  adopted  for  a  more  comprehensive  survey  of 


costumes  of  the  age.  It  presents  us  with  a  skil- 
fully selected  group  of  fashion  plates  from  each 
half  decade  throughout  the  century;  every 
section  ending  with  a  few  reproductions  of  en- 
gravings, portrait  groups  and  caricatures,  in 
which  the  wearers  of  fashionable  costumes  are 
seen  related  to  their  appropriate  environment. 
There  are  about  200  illustrations  in  all,  succinct, 
informative  notes  being  devoted  to  the  plates  in 
each  period  of  five  years.  Abundant  as  is  the 
material,  no  such  systematically  arranged  series 
has  hitherto  appeared.  Though  the  illustrations, 
most  admirably  reproduced,  doubtless  to  some 
extent  glamorise  the  prevailing  mode,  represent- 
ing the  ideal  rather  than  the  actual,  yet  they 
afford  an  invaluable  visual  epitome  of  the  aspira- 
tions of  fine  ladies  in  the  golden  age  of  British 
prosperity.  The  series  of  line  drawings  preceding 
the  illustrations,  and  showing  the  dominant 
'line'  of  each  half  decade,  increase  the  value  of 
this  very  attractive  volume,  which  must  be 
considered  as  cheap  at  the  price. — R.E. 

COLLECTORS'  LUCK,  CANADA  AND 
EUROPE:  By  F.  St.  George  Spendlove. 
(Toronto:  The  Ryerson  Press.  $15.00.) 

CANADIANA  is  a  term  that  may  suggest 
entirely  new  possibilities  to  the  collector,  who 
will  welcome  the  rarely  explored  bypaths  of  this 
fascinating  subject.  The  author,  Curator  of  the 
Canadiana  collections  at  the  Royal  Ontario 
Museum,  devotes  each  of  his  eighteen  chapters 
to  a  different  subject,  half  of  them  Canadian. 

Mr.  Spendlove  outlines  the  virtually  un- 
known story  of  furniture  making  in  Canada 
from  the  time  of  Louis  XIII,  when  design  was  in- 
fluenced by  the  fashionable  cabinet-makers  of 
Paris.  Furniture  of  high  distinction  was  made  in 
French  Canada  until  the  third  quarter  of  the 
eighteenth  century  when  the  United  Empire 
Loyalists  introduced  furniture  designs  from 
London.  This  brought  about  a  fusion  of  styles, 
lacking  the  vigour  of  the  original  types,  but 
evolving  the  first  purely  national  Canadian 
furniture,  some  of  it  in  native  woods.  This  was 
succeeded  early  in  the  nineteenth  century  by  the 
Canadian  Regency  style,  usually  in  light- 
coloured  hard  woods  such  as  cherry,  birch, 
bird's  eye  maple  which  has  a  grain  almost  as  fine 
as  satinwood.  Various  unmistakable  features  are 
given  by  which  Canadian  cabinet-work  may  be 
recognized.  Among  clock  developments  in 
Canada  is  to  be  noted  the  long  case  clock  with 
mechanism  of  apple  wood,  and  bearings  of 
ivory,  held  within  by  plates  of  oak.  The  majority 
of  these  were  made  in  Montreal  early  in  die 
nineteenth  century. 

Canadians  delight  in  collecting  the  Indian 
Chief  medals  that  were  awarded  to  native  rulers 
and  Indian  chiefs  by  monarchs  of  England  and 
France,  for  loyalty  and  sometimes  in  return  for 
the  gifts  of  vast  tracts  of  land.  The  earliest  of 
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these  were  struck  for  George  I  immediately 
after  his  accession  in  1 714.  The  medals  issued  by 
each  monarch  until  Queen  Victoria  are  des- 
cribed and  it  is  amusing  to  read  that  a  George  III 
die  was  used  for  the  reverse  of  the  William  IV 
Indian  Chief  medal  which  is  thus  dated  1830  on 
one  side  and  18 14  on  the  other. 

Early  Canadian  prints  are  rare,  and  much 
sought  after  are  those  by  James  Peachey  whose 
technique  was  unusual.  He  etched  the  outline  of 
his  design  on  copper  plates  and  made  prints 
which  he  filled  in  with  watercolours,  a  method 
apparently  adapted  from  English  porcelain 
decorators. 

Other  aspects  of  Canadiana  are  discussed  and 
there  are  seven  chapters  on  European  ceramics, 
invaluable  to  Canadian  collectors.  This  book  is 
most  attractively  produced  and  is  profusely 
illustrated.— G.B.H. 

DECORATIVE  CAST  IRONWORK  IN 
GREAT  BRITAIN:  By  Raymond  Lister. 
(London:  G.  Bell  &  Sons.  35s.  net.) 

CAST  iron  to  many  people  is  just  a  grey  metal, 
neither  regarded  with  curious  interest  nor 
credited  with  the  multitude  of  ornamental  pur- 
poses it  has  served.  The  author  details  his  story 
with  complete  accuracy,  combining  skilfully  the 
historical  with  the  practical.  The  first  chapter 
describes  the  technique  of  casting  in  simple 
language  amplified  with  sketches  and  a  glossary 
of  terms. 

Early  cast  iron  in  England  could  not  be  raised 
to  a  temperature  that  would  render  it  com- 
pletely molten,  its  application  being  necessarily 
restricted  to  heavy  ware  such  as  firebacks  and 
firedogs,  plain  heavy  hollow  ware  such  as 
cauldrons,  and  cannon.  Guns  cast  by  the  Eliza- 
bethan founders  helped  to  destroy  the  power  of 
Spain  and  it  is  surprising  to  read  that  cannon  cast 
during  the  reign  of  Queen  Victoria  were  capable 
of  no  greater  accuracy  than  those  made  three 
centuries  earlier.  A  fascinating  chapter  is 
devoted  to  cast  iron  ordnance. 

Not  until  Abraham  Darby  in  1709  invented  a 
method  of  smelting  iron,  by  substituting  coke 
for  the  traditional  oak  charcoal,  was  it  possible 
to  make  the  metal  completely  fluid  and  of 
uniform  texture.  Of  this  Mr.  Lister  writes:  'all 
kinds  of  delicacy  now  became  possible,  culminat- 
ing in  some  objects  that  for  fineness  of  finish 
might  almost  do  credit  to  a  goldsmith'. 

The  value  of  cast  iron  as  architectural  enrich- 
ment was  little  realised  by  architects  until  the 
1770's  when  it  was  introduced  for  balconies, 
verandas,  balustrades,  basement  grilles,  fan- 
lights, lanterns,  gates  and  railings ,  all  of  which 
might  be  painted  in  bright  colours  enriched  with 
gilding.  The  chapter  on  architectural  cast  iron- 
work discusses,  among  other  things,  cast  iron 
bridges,  cotton  mills,  shop  fronts  and  Victorian 
cake  icing  effects. 

The  utilization  of  cast  iron  for  domestic  pur- 
poses reached  its  zenith  by  mid- Victorian  times. 
The  Coalbrookdale  Company,  for  instance, 
employed  nearly  4,000  men  and  women.  The 
catalogue  of  the  Great  Exhibition  lists,  among 
much  other  furniture  in  cast  iron,  hall  chairs, 
chess  tables,  console  tablet  painted  in  white  and 
gold,  an  intricate  'Elizabethan'  looking  glass 


frame  with  branches,  a  hall  table  bronzed  and 
marbled  'with  pedestals  for  hats,  coats  and  um- 
brellas containing  also  a  lamp  and  looking  glass 
with  boxes  for  letters,  brushes  and  an  inkstand'. 
Even  the  garden  became  a  repository  for  cast 
iron  furniture,  much  of  it  bronzed. 

The  clearly  written  text  is  accompanied  by  23 
plates  illustrating  more  than  fifty  carefully 
selected  examples  of  decorative  cast  iron,  and 
there  are  about  80  line  drawings. — G.B.H. 

DAL  I — A  STUDY  OF  HIS  ART-IN- 
JEWELS.  THE  COLLECTION  OF  THE 
OWEN  CHEATHAM  FOUNDATION: 

Foreword  by  A.  Hyatt  Mayor.  Comments  and 
Captions  by  the  Artist.  Edited  by  Lida  Living- 
ston. (London:  distributed  by  Studio  Books 
for  the  New  York  Graphic  Society.  ,£4  4s.) 

'I  AM  pleased  if  my  jeweled  telephone  earings 
bring  a  smile.  A  smile  is  a  pleasing  thing.  But 
these  earings,  as  with  all  my  jewels,  are  serious.' 
So  reads  one  of  Salvador  Dali's  comments  on  his 
collection  of  jewellery  recently  exhibited  at 
Sotheby's  and  now  in  book  form  distributed  by 
Studio  Books  for  the  New  York  Graphic 
Society.  It  is  safe  to  say  that  it  would  not  be  the 
first  time  his  work  had  brought  a  smile — as  often 
derisive  as  appreciative. 

But  no  one  can  deny  Dali's  originality  in  a 
world  where  ideas  are  at  a  premium,  and  only 
Dali  himself  can  deny  his  serious  intent.  This 
exhibition  reflects  the  whole  range  of  his  imagery 
from  devout  Christianity  (the Light  of Christ),  and 
the  visual  pun  that  a  modern  poster  artist  might 
well  have  perpetrated  (Tristan  and  Isolde),  right 
through  to  his  recurrent  surrealist  theme  of  the 
molten  watch — a  delightful  invention  that  has 
always  greatly  appealed  to  your  reviewer. 

Whatever  one's  verdict  it  is  a  remarkable 
collection,  of  importance  not  only  because  it  is 
the  work  of  a  famous  artist  but  because  at  last  a 
modern  artist  has  broken  with  the  contemporary 
clutter  of  twc>-dimensional  media  to  rediscover, 
in  the  tradition  of  Faberge,  a  delight  in  precious 
stones  and  metals  and  the  beauty  in  natural 
minerals.  Perhaps  now  the  dazzling  collection  at 
the  Geological  Museum  in  London  will  take  on 
a  new  importance  and  its  proximity  to  the 
Victoria  and  Albert  and  the  Royal  College  of 
Art  a  new  significance. 

The  only  sad  note  is  that  Dali  merely  designed 
the  jewellery.  Alemany  &  Company  were  the 
craftsmen  who  brought  it  into  being.  The  days 
of  the  artist/craftsman  have  all  but  disappeared 
and  even  on  this  high  level  the  art-director  has 
made  an  appearance. 

But  this  must  not  cloud  the  issue.  This  book, 
with  its  fine  colour  plates,  is  a  first-class  record 
of  a  remarkable,  indeed  almost  unique  collec- 
tion.— P.N. 

THE  CONCISE  ENCYCLOPEDIA  OF 
CONTINENTAL  POTTERY  AND 
PORCELAIN:  By  Reginald  G.  Haggar. 
(London:  Andre  Deutsch.  £6  6s.  net.  Boxed 
with  its  companion  volume  ,£12  12s.  the  set. 
Printed  in  the  Netherlands.) 

IN  assessing  a  new  work  of  reference  on  a 
specific  subject  the  pertinent  question  is:  does  it 
supersede  other  works  of  this  kind  by  supplying 


accurate  data  which  they  have  omitted?  By  this 
criterion  Mr.  Haggar's  latest  encyclopedia  has, 
in  some  respects,  to  bear  comparison  with  the 
late  W.  B.  Honey's  great  Dictionary  of  European 
Ceramic  Art,  and  the  verdict  must  be  that  it 
appears  to  contain  little  or  nothing  that  is  new 
for  the  collector  of  eighteenth-century  pottery 
or  porcelain.  There  is,  however,  a  wealth  of  in- 
formation concerning  the  productions  of  nine- 
teenth-century manufactories,  which  can  prob- 
ably not  be  found  in  any  other  single  volume 
of  this  kind. 

Honey's  work,  of  course,  deals  with  both 
English  and  Continental  ceramics  under  one 
cover,  whereas  this  publication  is  described  on 
the  dust  cover  as  'a  companion  volume  to  the 
much-sought-after  Concise  Encyclopedia  of 
English  Pottery  and  Porcelain'  on  which  Haggar 
collaborated  with  Wolf  Mankowitz.  It  is  further 
asserted  that,  because  it  sets  forth  the  character- 
istics of  the  productions  of  each  factory  as  well  as 
their  marks,  the  book  serves  as  a  'complete 
identification  manual'.  This  is  indeed  an  optimist- 
ic claim  for  any  work  and  one  which  the  novice 
might  be  well  advised  to  accept  with  very 
definite  reservations.  He  would  be  especially  well 
advised  not  to  be  guided  by  the  colour  plates 
since  their  extreme  crudity  gives  an  entirely 
false  impression  of  the  pieces  illustrated.  Also, 
the  practice  of  'bleeding  off'  has,  in  this  review- 
er's opinion,  a  most  unpleasant  effect.  Moreover, 
as  it  eliminates  margins,  it  is  necessary  continually 
to  refer  back  to  the  beginning  of  the  book  in 
order  to  read  the  captions.  As  a  point  of  interest, 
colour  plate  No.  2  is  omitted  from  the  copy 
under  review.  The  160  pages  of  monochrome 
photographs  are,  however,  representative  and 
well  selected. 

In  suniming  up,  it  is  clear  that  the  author  has 
undoubtedly  applied  a  great  deal  of  experience 
and  painstaking  research  to  his  task.  I  was,  for 
instance,  surprised  to  find  that  he  had  reproduced 
a  very  rare  mark  which  Dr.  S.  Ducret  has 
attributed  to  Joseph  Hackhl,  on  the  assumption 
that  he  worked  as  a  'hausmaler'  at  Augsburg 
before  going  to  Goggingen  in  1749.  It  has  already 
been  indicated  that  the  nineteenth-century  marks 
are  extremely  comprehensive,  revealing  many 
simulations  or  near  forgeries  with  which  begin- 
ners would  do  well  to  acquaint  themselves.  It  is 
only  a  pity  that  the  style  of  production  has  been 
allowed  to  detract  from  the  merits  of  the 
letterpress.— P.S.-H. 

GERRIT  VAN  HONTHORST:  A  DIS- 
CUSSION OF  HIS  POSITION  IN 
DUTCH  ART:  By  J.  Richard  Judson.  (The 
Hague:  Martinus  Nijhoff,  18.50  guilders.) 

THERE  was  a  time  when  many  an  English 
country  house  boasted  a  large  dark  candle-lit 
scene,  either  of  a  New  Testament  subject  or  of 
soldiers  and  courtesans  carousing,  boldly 
ascribed  to  Honthorst.  His  was  the  name 
attached  to  practically  every  tenebrist  picture 
which  appeared  too  northern  for  Caravaggio. 
But  since  the  revival  of  interest  in  Caravaggio 
and  his  followers,  Gerrit  van  Honthorst  has  been 
treated  with  greater  respect  and  many  of  the 
works  once  attributed  to  him  have  been  shared 
out  among  other  seventeenth-century  painters 


46 


or  dismissed  as  copies.  Now,  Dr.  J.  Richard 
Judson  has  produced  a  very  erudite  monograph 
which  supersedes  the  previous  study  of  Hon- 
thorst  (G.  J.  Hoogewerff's  volume  published  in 
1924)  and  provides  not  only  a  full  account  of  his 
works  but  also  an  assessment  of  his  place  in  the 
history  of  Dutch  painting.  The  book  is  provided 
with  a  catalogue  raisonne  of  all  Honthorst's 
recorded  works  (apart  from  the  portraits)  and  is 
illustrated  with  88  photographs.  Though 
devoted  to  a  relatively  minor  painter,  it  makes 
a  notable  contribution  to  the  history  of  Euro- 
pean art. 

Mr.  Judson  begins  with  a  brief  account  of  the 
artistic  scene  in  Utrecht  where  Honthorst  was 
born  and  served  his  apprenticeship  under 
Abraham  Bloemaert  and  where  he  also  ab- 
sorbed some  influence  from  Joachim  Wttewael 
and  Paulus  Morelese.  But  although  he  never 
entirely  shook  off  the  influence  of  these  Dutch 
masters  it  was  in  Rome  that  Honthorst  developed 
his  artistic  personality  and  became  famous  as 
'Gerardo  dclla  Notte'.  To  the  decade  Honthorst 
passed  in  Rome,  from  about  1610  to  1620,  Mr. 
Judson  devotes  a  large  proportion  of  his  book. 
Commenting  on  the  three  main  schools  of 
painters  active  in  the  city — the  mannerist  old 
guard  led  by  Cavaliere  d'Arpino,  the  followers 
of  Annibale  Carracci  and  the  naturalist  Cara- 
vaggisti — he  shows  how  much  Honthorst  de- 
rived from  each  of  them  and  effectively  disposes 
of  the  idea  that  he  was  influenced  solely  by 
Caravaggio.  He  also  reveals  that  Honthorst 
owed  a  debt  to  Jacopo  Bassano  and  other 
members  of  his  prolific  family.  He  does  not, 
however,  consider  the  possibility  of  his  absorb- 
ing some  influence  from  the  Genoese  Luca 
Cambiaso  who  also  specialised  in  night  scenes. 
This  is  surprising  as  Mr.  Judson  is  usually  over- 
zealous  to  identify  the  possible  sources  for 
Honthorst's  pictures.  In  one  work,  for  example, 
the  St.  Paul  Caught  up  into  the  Third  Heaven 
(S.  Maria  della  Vittoria,  Rome),  he  scents  the 
possible  influence  of  Agostino  Carracci,  Domen- 
ichino,  Lorenzo  Sabatini,  Raphael  and  Abraham 
Bloemaert. 

In  1620,  Honthorst  returned  to  Utrecht 
where,  except  for  a  brief  and  very  successful 
visit  to  England,  he  worked  until  his  death  in 
1656,  painting  the  nocturnal  scenes  for  which  he 
was  so  famous  and  also  executing  large  mytho- 
logical and  allegorical  pictures.  Mr.  Judson  con- 
siders this  phase  of  his  career  in  detail  and  shows 
what  influence  he  exerted  on  his  fellow  artists. 
For  although  it  has  long  been  realised  that  he 
was  partly  responsible  for  introducing  Cara- 
vaggism  to  northern  Europe,  this  was  by  no 
means  his  only  or  his  most  important  achieve- 
ment. His  candle-light  scenes  which  derive  from 
Jacopo  Bassano  and  Cambiaso  as  much  as  Cara- 
vaggio, were  widely  imitated  in  the  Low 
Countries  and  may  well  have  exerted  some 
influence  even  on  the  young  Rembrandt.  He 
also  introduced  the  Bolognese  classical  style, 
derived  from  Annibale  Carracci  and  his  pupil 
Domenichino.  And  he  painted  the  first  illusion- 
istic  ceilings  and  wall  paintings  of  an  Italianate 
type  to  be  seen  in  Holland  (the  earliest  is  the 
ceiling  of  1622  in  the  collection  of  Mr.  Francis 
Stonor). 


If  Mr.  Judson  does  not  fully  succeed  in  estab- 
lishing Honthorst  in  what  he  calls  'his  rightful 
position  as  a  leading  Dutch  artist  of  the  seven- 
teenth century',  he  reveals  him  as  an  artist  of 
much  greater  historical  significance  than  had 
hitherto  been  supposed.  In  the  history  of  Italo- 
Dutch  artistic  relations  his  importance  is, 
indeed,  paramount. — H.H. 

PAOLO  UCCELLO:  By  Paolo  D'Ancona. 
(London:  Oldbourne  Press,  in  association 
with    Silvana   Editoriale   D'Arte  Milano. 

£s  ss.) 

THIS  beautiful  volume  is  one  of  the  first  three  of 
the  Silvana  Series,  originally  published  by  Amil- 
care  Pizzi  in  Milan,  now  issued  in  English  trans- 
lations by  the  Oldbourne  Press.  As  several  of  the 
masterpieces  of  Uccello  are  in  England  it  was  an 
excellent  title  to  choose  to  help  to  launch  this 
new  series.  There  are  47  plates  in  full  colour  and 
35  in  black  and  white,  and  the  standard  of  repro- 
duction is  reasonably  high.  The  largest  colour 
plate  (folded  twice  it  measures  10  by  26  ins.)  is 
given  to  the  Ashmolean  Museum's  Hunt.  To- 
gether with  a  smaller  detail,  also  in  colour,  the 
plate  comes  fairly  close  to  capturing  the  magic 
of  this  painting,  with  its  glorious  greens  and 
reds,  though  much  of  the  crispness  and  move- 
ment of  the  original  is  inevitably  lost.  The 
National  Gallery's  Rout  of  San  Romano  and 
recently  acquired  St.  George  and  the  Dragon  are 
also  adequately  reproduced. 

A  considerable  number  of  the  plates  is 
devoted  to  the  newly  restored  frescoes  in  the 
Chiostro  Verde  at  Santa  Maria  Novella  in 
Florence,  and  all  six  sections  of  the  predella  at 
Urbino  are  reproduced  in  colour.  A  number  of 
drawings  are  reproduced,  including  the  fascinat- 
ing studies  in  perspective  from  the  Uffizi  Print 
Room.  Unfortunately  nowhere  in  the  book  are 
the  sizes  and  mediums  of  the  originals  to  be 
found. 

In  his  introduction  Professor  D'Ancona  gives 
a  brief  summary  of  what  is  known  about 
Uccello's  life.  He  also  provides  an  excellent  com- 
mentary to  the  plates,  but  it  is  only  when  he  has 
studied  this  that  the  non-specialist  reader  be- 
comes aware  of  the  fact  that  not  all  the  paintings 
reproduced  are  here  definitely  attributed  to 
Uccello.  This  is  a  most  stimulating  and  hand- 
some book,  and  it  provides  ample  material  for 
many  happy  hours  of  browsing  in  the  fascinating 
world  of  Uccello's  art. — L.H. 

THE  AGE  OF  GRANDEUR.  BAROQUE 
AND  CLASSICISM  IN  EUROPE:  By 

Victor  L.  Tapie.  (London:  Weidenfeld  & 
Nicolson.  £3  3s.  net.) 

THIS  is  on  the  whole  a  disappointing  book:  a 
translation  from  the  French  by  an  eminent 
historian  and.architectural  authority,  had  it  been 
by  an  English  scholar,  it  might  have  received  a 
less  deferential  reception.  Save  for  some  special 
aspects  it  adds  very  little  of  real  moment  to  what 
we  already  know  of  the  genesis  and  development 
of  Baroque  art;  on  which  several  valuable  studies 
have  lately  been  published,  notably  on  German 
and  Austrian  churches,  while  Sir  Anthony  Blunt 
in  his  Penguin  volume  has  dealt  very  thoroughly 
with  the  rise  of  the  style  in  France. 


Palaeolithic  Art 

By  PAOLO  GRAZIOSI.  'Professor  Graziosi's 
splendid  volume  is  one  which  must  go  into  all 
libraries  of  pre-history.  Never  before  have  all 
the  leading  examples  of  the  art  of  the  cave  walls 
and  the  art  of  small  objects  appeared  together.' 

— JACQUETTA    HAWKES,    OBSERVER.    With  850 

plates,  55  in  colour,  and  365  drawings  through- 
out the  text.  12  gns. 

Flemish  Painters 

A  survey  from  1430-1900  by  R.  H.  WILENSKI. 
'For  once  in  a  way  one  can  wholeheartedly 
agree  with  the  publishers'  words  on  the  inside  of 
the  dust  cover,  when  they  confidently  offer  the 
two  books  as  a  "majestic  contribution  to  art 
history".' — frank  da  vis,  illustrated  london 
news.  With  912  plates,  16  in  colour. 

Set  of  two  volumes  12  gns. 

The  Predella 

From  the  13th  to  the  16th  Century 

By  ROBERTO  SALVINI  AND  LEONE 
TRA VERSO.  This  magnificent  volume  deals 
with,  and  reproduces  in  full  for  the  first  time, 
fifty  fine  examples  of  the  predella,  the  series  of 
narrative  paintings  at  the  foot  of  the  altarpiece. 
'A  sumptuous  book  of  an  unprecedented  kind.' 

— THOMAS  BODKIN,  BIRMINGHAM  POST.  With  312 

plates,  100  in  colour.  12  gns. 

African  Design 

By  MARGARET  TROWELL.  For  anyone 
who  wants  to  know  more  about  Africa  and  her 
peoples  this  book  is  informative  and  enjoyable; 
for  art  students  and  teachers  anywhere  it  is  a 
mine  of  pleasure  and  inspiration.' — west 
africa.  With  100  plates,  4  in  colour.  50/- 

Japanese  Colour 
Prints 

By  LAURENCE  BrNYON  &  J.  J.  O'BRIEN 
SEXTON.  'After  almost  forty  years,  it  is  still 
the  only  work  (and  I  include  Japan  in  this 
generalisation)  which  attempts  a  strict  and 
detailed  historical  conspectus  of  the  subject.' — 
william  watson,  apollo.  A  new,  revised 
edition.  With  48  plates,  16  in  colour.  84/- 
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Arms  and  Armour 
in  England 

BY  SIR  JAMES  MANN 

This  outline  of  arms  and  armour  in 
England  from  the  early  Middle  Ages  to  the 
Civil  War  has  been  written  by  the  Master 
of  the  Armouries  of  the  Tower  of  London 
and  is  intended  to  assist  the  visitor  to 
understand  the  terminology  and  the 
changes  that  took  place  over  the  years 
against  the  historical  background  of  the 
times.  It  is  illustrated  with  examples  to  be 
found  in  various  parts  of  the  country,  in 
both  historical  and  artistic  collections. 
44  illustrations.  3s.  6d.  (post  4d.) 

Thomas 
Rowlandson 

BY  JOHN  HAYES 

An  annotated  catalogue  of  the  water- 
colour  drawings  by  Thomas  Rowlandson 
in  the  London  Museum,  illustrated  with 
32  black  and  white  reproductions.  London 
Museum  Catalogue  No.  9.  3s.  6d.  (post  4d.) 

Chests  of  Drawers 
and  Commodes 

BY  JOHN  F.  HAYWARD 

Some  remarkable  specimens  of  the  cabinet- 
maker's art  are  included  in  the  Victoria 
and  Albert  Museum  collection  of  chests  of 
drawers,  commodes,  and  other  styles 
having  the  storage  of  linen  and  clothing  as 
their  primary  purpose.  This  booklet  con- 
tains plates  of  28  examples,  each  with  a 
full  text  description  in  catalogue  form, 
and  a  historical  commentary.  Illustrated 
Booklet  No.  9.  3s.  (post  5d.) 

Dolls 

Cream-coloured 
Earthenware 

Two  new  titles  (Nos.  50  and  53  respective- 
ly) in  the  well-known  series  of  Small 
Picture  Books  which  comment  pictorially 
on  the  various  collections  housed  at  the 
Victoria  and  Albert  Museum.  Each  series 
of  pictures  is  preceded  by  a  short  des- 
criptive commentary. 

Each  2s.  6d.  (post  4d.) 


From  the  Government  Bookshops 
or  through  any  bookseller 


Professor  Tapie  diligently,  indeed  somewhat 
exhaustingly,  surveys  many  of  the  most  famous 
architectural,  pictorial  and  sculptural  examples 
of  the  style  throughout  Europe,  and  extends  the 
survey  to  the  'Colonial  Baroque'  of  Mexico  and 
Brazil.  So  much  of  the  text  is  devoted  to  political 
economic,  and  literary  history  that  one  gets  the 
impression  of  being  jerked  back  every  now  and 
again  to  the  consideration  of  a  variety  of  baroque 
masterpieces  (the  style  in  the  decorative  arts  is 
almost  entirely  ignored)  from  the  discussion  of 
the  causes  that  help  to  explain  them.  'Ostentation, 
audacity  and  richness  of  imagination' — qualita- 
tive terms  and  epithets  abound;  the  sources  of 
the  style  are  thoroughly  sifted  out ;  and  yet  at  the 
end  we  get  but  a  blurred  conception  of  what  the 
essential  characteristics  of  Baroque  really  are  and 
of  the  spirit  which  informs  and  unifies  its  multi- 
farious manifestations.  Baroque  painting  is  rather 
superficially  treated:  architecture  is  given  an  easy 
priority  and  much  space  is  devoted  tp  pageants 
and  to  the  funeral  decorations  contrived  by  Le 
Brun,  Berain  and  Father  Menestrier — bizarre 
and  ephemeral  inventions  which  compared  to  the 
furniture,  silver  and  tapestry  designed  in  the  style 
are  surely  but  minor  expressions  of  its  spirit. 

The  treatment  of  Baroque  in  'its  concentrated 
Roman  form'  is  adequate,  if  not  notably  original, 
and,  as  we  should  expect,  the  author  is  at  his  best 
and  most  authoritative  in  his  consideration  of  the 
derivative  version  in  France;  examining  and  up 
to  a  point  resolving  the  apparent  contradiction 
between  the  ingrained  classical  tradition  in  French 
art  and  the  audacities  indulged  in  until  classicism 
was  reimposed  by  the  Academies.  The  chapter 
which  the  author  has  added  on  England  contains 
nothing  in  the  way  of  new  information.  The 
translation  of  such  a  book  was  an  exacting  task 
and  Professor  Tapie's  style  has  suffered  in  the 
process. 

The  colossal  impact  of  the  style  at  its  zenith  as 
a  way  of  seeing  and  feeling  does  not  emerge  from 
the  scrupulous  presentation  of  evidence,  and  the 
illustrations  do  more  than  the  learned  commen- 
tary to  bring  it  home  to  us  vividly.  There  are  195 
photographic  reproductions,  nearly  all  good :  the 
8  colour  plates  are  lamentable,  with  the  exception 
of  the  last  where  the  deep  blue  of  the  sky 
contrasted  with  the  honey-coloured  walls  of  the 
church  of  Tepotzotlan  does  not  impose  too 
severe  a  test  on  the  process. — R.E. 

ENGLISH  STAINED  GLASS:  By  John 
Baker.  Illustrations,  in  colour  and  mono- 
chrome, by  Alfred  Lammer.  Foreword  by 
Herbert  Read.  (London:  Thames  &  Hudson, 
Ltd.,  i960.  £s  5s.net.) 

LOOKING  at  this  beautifully  illustrated  book 
recalls  the  efforts  of  earlier  artists  in  the  same 
field.  Many  indeed,  have  essayed  the  task  of  try- 
ing to  capture  the  scintillating  glory  of  stained 
glass  and  transfer  it  to  paper,  but  few  have 
succeeded. 

Charles  Winston,  a  great  authority,  tried  to 
do  so  in  his  celebrated  'Hints',  but,  as  he  himself 
realised  the  flat  tints  he  used  bore  little  resembl- 
ance to  the  examples  he  copied.  Joyce  too, 
when  preparing  his  'magnum  opus'  on  the  Fair- 
ford  glass  in  1872,  worked  from  scaffolding  and 


tried  to  match  the  colour  on  the  spot;  but 
although  the  monograph  was  most  valuable,  the 
resultant  drawings  did  not  represent  the  glass  of 
that  famous  church  with  any  fidelity.  Earlier 
than  these  was  Thomas  Willement  who  often 
coloured  his  engravings,  but  the  results  were  no 
better  than  those  just  mentioned.  Drake's 
beautifully  printed  book  of  1912  used  colour, 
but  the  illustrations  were  pale  and  somewhat 
washy  in  appearance.  Hugh  Arnold,  in  the 
following  year,  invoked  the  aid  of  Lawrence 
Saint  to  illustrate  his  book.  Saint  was  a  com- 
petent artist  and  though  his  work  was  accurate 
and  sensitive,  it  gave  us  none  of  the  real  glory  of 
glass.  It  never  seemed  to  be  understood  that 
glass  has  a  living  colour:  one,  too,  which  is 
never  static  but  is  changing  all  the  time.  Even  to 
capture  but  one  of  its  varying  moods  proved 
beyond  the  power  of  the  artist.  Herbert  Read's 
book  of  1926,  however,  marked  a  distinct 
advance  and  the  colour  process  used  did  suggest 
the  rich,  deep  tints  of  early  glass,  and  this  was 
reinforced  by  Bernard  Rackham's  magnificent 
volume  on  the  Canterbury  glass,  in  1948.  Yet  no 
single  work  has,  so  far  approached  the  splendour 
of  the  colour  presented  in  the  book  now  re- 
viewed. Its  basis  is  that  of  photographic  trans- 
parency, but  not  until  we  met  the  photo- 
grapher, Alfred  Lammer,  did  we  realise  the  vast 
amount  of  expert  skill  demanded  in  such  an 
undertaking.  Apart  from  the  photography 
there  was  the  question  of  physical  access  to  the 
windows,  which  often  presented  almost  in- 
superable difficulties.  Allied  to  this  were  the 
artistic  problems  of  light,  perspective  and  many 
other  pitfalls. 

To  deal  with  the  coloured  plates  in  detail 
would  call  for  more  space  than  is  here  available, 
but  whilst  those  of  Canterbury  are  most  arrest- 
ing, those  taken  from  other  less  famous  buildings 
are  equally  so:  in  fact  the  'evenness'  of  the 
reproductions  is  not  the  least  part  of  their 
appeal.  Many  of  the  subjects  will  be  known  to 
students  but  there  are  examples  which  are  less 
familiar.  Although  the  bulk  of  plates  are  in 
monochrome,  a  process  much  less  exciting  than 
colour,  these  are  not  without  their  value,  for 
they  are  all  large  enough  for  both  design  and 
draughtsmanship  to  be  closely  studied. 

Mr.  Baker,  the  author,  has  been  associated 
with  the  veteran  Samuel  Caldwell  (now  in  his 
98th  year)  at  Canterbury,  and  has  clearly  pro- 
fited by  working  in  such  a  treasure-house  of 
glass.  His  chapters  are  short,  but  generally  much 
to  the  point,  and  they  are  helped  out  by  lengthy 
captions  to  the  plates.  From  such  subjects  as 
'The  origin  and  development  of  technique',  he 
deals  with  others  which  include  'Materials  and 
Methods',  'Faking  and  Restoration'.  The  author 
treats  of  the  glass  century  by  century,  but  there 
is  not  sufficient  ^pace  for  him  fully  to  develop 
this  part  of  his  study.  His  essay  finishes  with  the 
sixteenth  century  so  that — fortunately  perhaps — 
the  questions  of  abstract  art,  cement  and  slab,  or 
other  provocative  queries  do  not  arise.  John 
Prudde's  famous  window  in  the  Beauchamp 
Chapel.  St.  Mary's,  Warwick,  unfortunately 
does  not  find  a  place,  but,  there  is  some  measure 
of  compensation  in  the  inclusion  of  the  splendid 
'King  David'  from  the  Margaretting  Jesse  Tree, 
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thought  to  be  by  the  same  craftsman.  A  repro- 
duction of  either  the  fourteenth  century  armor- 
ial glass  or  die  dispersed  'Jesse  Tree',  of  the  same 
date,  at  Lowick,  Northamptonshire,  would 
have  been  pleasing.  But  the  inclusion  of  some 
137  plates  (34  of  them  in  colour)  is  a  rich 
enough  feast  for  most  of  us. 

Although  an  index  is  provided  for  the  plates, 
there  is  not  one  of  a  general  character.  The 
bibliography  is  a  little  disappointing,  since 
many  standard  works  are  omitted.  Conse- 
quently it  is  not  nearly  so  comprehensive  as 
such  a  study  calls  for.  Of  the  work  as  a  whole,  it 
is  a  product  of  the  marriage  of  two  enthusiastic 
partners,  scholarship  and  decoration  being 
closely  tied.  With  the  publishers  bookwork  and 
Sir  Herbert  Read's  foreword  the  whole  is  a 
noble  achievement.  Even  Aldus  himself  would 
not  object  to  his  dolphin,  with  another  to  keep 
it  company,  being  borrowed  as  a  colophon ! 

England,  in  spite  of  the  new  industrial 
revolution,  is  still  a  very  beautiful  country,  and 
readers  of  this  book  will  learn,  perhaps  for  the 
first  time,  that  much  of  the  beauty  portrayed  in 
the  pages  of  this  wonderful  quarto  can  still  be 
freely  enjoyed,  in  the  churches  spread  up  and 
down  its  colourful  counties. — H.T.K. 

THE  ART  OF  HENRY  MOORE:  By  Will 
Grohmann.  (London:  Thames  and  Hudson. 
£5  5s.  net.) 

'TO-DAY  Henry  Moore's  fame  and  stature  are 
established  facts.'  This  is  the  first  sentence  of  the 
opening  note  of  Dr.  Grohmann's  book,  which, 
however,  does  little  to  substantiate  it,  for  it  is 
such  an  uncritical  study  of  the  artist  that  it  almost 
succeeds  in  damning  him  with  praise.  Henry 
Moore  is  here  set  high  on  a  pedestal,  and  though 
it  might  be  possible  to  glean  the  essential  facts  of 
the  sculptor's  life  and  work  from  this  book,  he 
never  comes  to  life,  and  there  is  little  that  en- 
courages an  appreciation  of  his  very  real  achieve- 
ment. 

This  expensive  volume  is  generously  illus- 
trated, with  twelve  colour  plates  of  drawings 
and  nearly  230  other  illustrations.  Many  of  the 
photographs  of  the  sculpture  have  been  taken  by 
Mr.  Moore  himself,  and  many  of  them  convey 
the  strength  and  individuahty  of  his  work.  Once 
again,  however,  the  publishers  have  failed  to  put 
the  measurements  or  any  other  details  under  the 
plates,  and,  as  it  is  essential  to  know  the  size  of  a 
piece  of  sculpture  when  studying  a  photograph 
of  it,  one  has  continually  to  turn  to  the  list  of 
illustrations  at  the  beginning  of  the  book.  The 
designer  of  the  book  has  sometimes  added  to  the 
confusion  by  placing  next  to  each  other  photo- 
graphs of  the  same  size,  which  show  pieces 
totally  different  in  scale. 

Both  the  text  and  the  illustrations  present 
Henry  Moore's  work  in  thematic  groups,  and  it 
is  certainly  interesting  to  be  able  to  follow  the 
development,  from  1929  to  1958,  of  the  'Re- 
clining Figure'  in  a  continuous  series  of  plates. 
The  advantages  gained  by  this  approach  in  the 
text  are,  however,  outweighed  by  an  almost 
complete  failure  to  discuss  Henry  Moore's 
work  in  relation  to  that  of  other  great  sculptors 
of  our  time.  It  is  indeed  surprising  that  a  German 
scholar  should  have  dealt  with  Henry  Moore  in 


such  an  insular  way,  though  in  discussing  form- 
ative influences  he  docs  look  further  afield. 

The  last  two  or  three  years  have  seen  an  ever 
increasing  interest  in  the  work  of  Henry  Moore: 
in  America,  on  the  Continent,  and,  more 
recently,  in  his  own  country.  This  book  is 
clearly  very  much  a  pike  d' occasion  designed  to 
take  advantage  of  this.  Thus  it  is  not  surprising 
that  on  the  back  of  the  title  page  are  to  be  found 
the  names  of  the  dealers  in  New  York  and  Lon- 
don from  whom  the  sculptor's  work  can  be 
purchased.  One  of  the  last  photographs  in  the 
book  shows  Mr.  Moore,  with  the  author  and  his 
London  dealer ! — L.H. 

THE  UNIVERSAL  SYSTEM  OF  HOUSE- 
HOLD FURNITURE,  1762:  By  Ince  and 
Mayhew.  Complete  reprint  with  a  preface  by 
Ralph  Edwards,  C.B.E.,  F.S.A.  (London: 
Alec  Tiranti  Ltd.  £2  2s.  net.) 

AS  the  study  of  English  eighteenth-century 
furniture  progresses,  the  importance  of  the  less 
celebrated  design  books  is  at  last  being  realised. 
For  many  years  Chippendale's  Director,  Hepple- 
white's  Cabinet-Makers'  and  Upholsterers'  Guide, 
and  Sheraton's  Cabinet-Makers'  and  Upholsterers' 
Drawing  Book  have  been  known  and  studied 
through  countless  reprints.  The  omnipotence  of 
these  three  authors  has  only  been  questioned  by 
the  recent  publications  of  the  designs  and 
accounts  of  some  of  their  equally  talented  con- 
temporaries. 

The  Universal  System  of  Household  Furniture  by 
Ince  and  Mayhew  was  issued  in  parts  between 
1759  and  1762,  and  afterwards  was  published  as 
a  folio  edition  in  1762.  Messrs.  Alec  Tiranti  Ltd. 
have  made  it  possible  to  study  this  now  rare 
work  by  their  recent  reprint.  They  have  repro- 
duced the  Victoria  and  Albert  Museum  copy  in 
its  entirety  and  the  ninety-five  plates,  the  major- 
ity engraved  by  Mathias  Darly,  who  was 
responsible  for  many  plates  in  the  Director,  have 
been  beautifully  and  faithfully  photographed. 
The  title  page  and  notes,  which  were  published 
by  Ince  and  Mayhew  in  French  as  well  as  Eng- 
lish, have  afforded  an  excellent  example  to 
Messrs.  Alec  Tiranti  who  have  translated  Ralph 
Edwards'  erudite  and  concise  prefaces  into 
French,  thus  giving  the  Continent  a  further 
chance  of  attaining  a  true  understanding  of  the 
style  Anglaise. 

Not  only  has  Mr.  Edwards  incorporated  in 
his  text  all  that  is  known  of  Ince  and  Mayhew, 
with  copious  footnotes  as  to  the  sources,  but  has 
also  admirably  compared  The  Universal  System 
with  Chippendale's  Director,  which  it  emulated. 
Sheraton  pronounced  The  Universal  System  'to 
have  been  a  book  of  merit  in  its  day,  though 
much  inferior  to  Chippendale's  work  which  was 
a  real  original,  as  well  as  more  extensive  and 
masterly  in  design'.  Mr.  Edwards,  after  quoting 
the  above,  continues  'though  the  justice  of  that 
verdict  can  scarcely  be  denied,  Ince  and  May- 
hew's  publication  must  rank  high  among  the 
trade  catalogues  of  the  eighteenth  century, 
while  in  variety,  scope  and  general  excellence  it 
surpasses  all  collections  of  designs  for  furniture  in 
the  English  rococo  style;  with  the  exception  of 
the  much  more  famous  work  the  pre-eminence 
of  which  the  partners  set  out  to  challenge'. 
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An  equally  high  place  in  the  twentieth  cen- 
tury can  be  awarded  to  Messrs.  Tiranti's  reprint 
of  this  work;  and  the  paucity  of  extant  examples 
of  furniture  made  by  this  firm,  so  rightly 
lamented  by  Mr.  Edwards,  may  well  be  aug- 
mented by  the  facility  of  comparison  afforded 
by  the  long-awaited  publication  of  the  original 
designs. — W.A.C. 

BOOK  PRODUCTION  NOTES 

by  Ruari  McLean 

Limited  Editions 

THE  Lion  and  Unicorn  Press  (Royal  College  of 
Art,  South  Kensington,  London,  S.W.7)  has 
just  issued  English  as  she  is  spoke,  a  vehicle  for 
forty-four  pages  of  magnificent  new  coloured 
drawings  made  in  Portugal  by  Edward  Bawden, 
R.A.  The  page  size  is  in.  x  12  in.  and  the 
drawings  are  reproduced  actual  size  from  the 
artist's  sketch  book,  by  photolithography.  They 
are  surely  among  the  most  important  topo- 
graphical work  by  any  English  artist  of  this 
century.  Bawden's  rough  and  at  first  sight  in- 
sensitive line  is  extremely  successful  at  capturing 
the  essentials  of  landscape  and  architecture :  and 
where  figures  or  animals  are  introduced  (mostly 
in  these  Portuguese  scenes,  horses  drawing  car- 
riages, but  also  cats  and  pigeons)  their  special 
character  is  always  indicated  with  astonishing 
economy — they  are  never  perfunctory  scratches. 
The  colours  are  from  the  typical  Bawden 
palette,  and  he  makes  effective  use  of  the  tex- 
tures produced  by  manipulating  the  ink  roller. 

The  text  is  preceded  by  an  introduction  by 
Paul  Jennings,  who,  if  he  is  not  an  expert  on 
Portugal,  is  certainly  a  connoisseur  of  the  odd. 
The  text  is  reprinted  from  an  Anglo-Portuguese 
phrase  book  of  1869,  perhaps  the  original  source 
of  all  guide  book  jokes:  the  following  are 
genuine  excerpts:  'Your  pistols  are  its  loads? 
No,  I  forgot  to  buy  gun-powder  and  balls.  Let 
us  prick';  or  'Where  are  their  stockings,  their 
shoes,  her  shirt  and  her  petlicoat?' 

The  Lion  and  Unicom  Press  is  to  be  con- 
gratulated on  a  triumph  of  imaginative  pub- 
lishing. It  is  good  news  that  its  books,  hitherto 
available  only  to  two  hundred  subscribers,  will 
shortly  be  issued  in  editions  of  four  hundred 
copies,  so  that  more  subscribers  can  be  admitted. 

Cambridge  University  Press  has  printed,  in  an 
edition  of  five  hundred  copies,  for  its  i960  keep- 
sake, a  new  work  by  Stanley  Morison  of  con- 
siderable interest  and  importance:  a  study  of 
Talbot  Baines  Reed  (1 852-1 893),  author  of 
many  boys'  stories  (including  'Tom,  Dick  and 
Harry',  whose  title  has  entered  the  language)  and 
the  classic  History  of  the  Old  English  Letter 
Foundries.  This  account  was  intended  to  accom- 
pany the  second  edition  of  Reed's  famous  work, 
which  S.M.  himself  began  preparing  in  1925, 
and  was  so  ably  completed  in  1952  by  A.  F. 
Johnson.  'It  is  humbling',  writes  S.M.  now  'for 
the  present  writer  to  have  to  record  that  for  the 
usual  reasons  (pressure  of  other  work  and  so  on) 
he  failed  to  produce  the  biographical  sketch  at 
the  time  required'.  But  it  now  appears  in 
greater  glory,  with  illustrations  (e.g.  four  whole 
pages  from  the  Boy's  Own  Paper,  to  which  Reed 


contributed  his  stories  as  serials)  for  which  there 
might  not  have  been  room  in  Letter  Foundries;  it 
is  a  wholly  worthy  addition  to  the  ranks  of 
S.M.'s  other  monographs  on  Bell,  Austin,  Top- 
ham  and  Barnes — may  there  be  many  more. 

Another  pleasing  limited  edition  published  as 
a  Christmas  keepsake  by  a  printer  is  Essex 
Ballads,  by  Charles  Benham;  the  poems  them- 
selves, first  published  in  1895,  have  been  called 
the  best  dialect  verse  ever  written.  They  have 
often  been  reprinted  and  have  now  been  newly 
published  by  Benhams  of  Colchester  with 
charming  drawings  by  Andrew  Dodds,  printed 
in  olive  green  and  combining  admirably  with 
the  poems  set  in  Ehrhardt  and  beautifully 
machined. 

The  printer  has,  however,  neglected  to  give 
the  usual  bibliographical  details,  including  the 
number  of  copies  printed,  so  collectors  not  lucky 
enough  so  far  to  have  received  this  desirable 
edition  will  be  justified  in  writing  to  Benhams 
to  enquire  hopefully  if  any  copies  are*  left! 

A  new  imprint  in  the  ranks  of  the  private 
presses  is  The  Laverock  Press,  of  1  Brocket  Hall, 
Welwyn,  Hertfordshire,  the  proprietor  of  which 
is  Iain  Bain.  He  has  just  issued  a  pamphlet,  written 
and  printed  by  himself,  on  the  activities  in  the 
London  Book  Trade  of  John  Sharpe,  publisher 
and  bookseller,  between  1800  and  1840.  Content 
and  format  are  both  so  admirable  that  we  wait 
with  some  eagerness  for  the  next  production  of 
this  press. 

The  Private  Press  movement  is  much  more 
alive  in  the  U.S.A.  than  in  Britain  and  it  really 
does  consist  of  amateurs  setting  up  type  with 
their  own  (and,  sometimes,  their  wife's  and 
children's)  fingers,  and  printing  a  page  at  a  time 
on  a  hand  press  in  a  basement  or  a  cupboard. 
Some  very  remarkable  productions  have  been 
assembled  in  this  way:  for  example,  An  Un- 
commonplace  Book,  made  up  of  twelve  or  so 
sections,  each  contributed  by  a  member  of  the 
New  York  'Chappel'  during  i960:  the  contents 
are  all  worthy  of  preservation  and  are  introduced 
with  enviable  wit  and  erudition.  Another  recent 
publication  is  Printing  in  Privacy,  subtitled  'A 
Review  of  recent  activity  among  American 
Private  Presses'.  This  is  a  twenty-four  page 
pamphlet  printed  (a  page  at  a  time)  on  the 
private  press  of  Leonard  F.  Bahr  at  1016  Lake- 
pointe  Avenue,  Grosse  Pointe  Park  30,  Michi- 
gan, with  contributions  from  Indiana,  New 
York,  Virginia  and  California.  The  books  and 
projects  it  describes  show  a  wealth  of  editorial 
enterprise  and  typographical  expertise. 

BOOKS  RECEIVED 

(The  inclusion  of  a  book  in  this  list  does  not 
preclude  us  from  publishing  a  review  later.) 

A  Victorian  Romantic.  Dante  Gabriel 
Rossetti:  By  Oswald  Doughty.  Oxford 
University  Press.  50s.  net. 

European  Art  History:  By  T.  G.  Rosenthal. 
Reader's  Guides — Fourth  Series  No.  4. 

Published  for  The  National  Book  League  at 
the  University  Press,  Cambridge.  3s.  6d.  net. 


Die  Landgrafliche  Porzellanmanufaktur 
Kassel.  1766-1788:  By  Siegfried  Ducret. 
Braunschweig,  Germany:  Klinkhardt  & 
Biermann.  DM.  95. — . 


The  Private  Library.  Volume  3.  Number  4. 

Private  Libraries  Association.  Hon.  Editor: 
Philip  Ward,  28  Parkfield  Crescent,  North 
Harrow,  Middlesex.  Membership  .£1  is. 
payable  on  January  1st  each  year. 

Marino  Marini:  Graphic  Work  and  Paint- 
ings: Introduced  by  P.  M.  Bardi  (Director, 
The  Sao  Paulo  Museum,  Brazil).  London: 
Thames  &  Hudson.  £4  10s.  net. 


A  Catalogue  of  tlje  Watercolour  Drawings 
by  Thomas  Rowlandson  in  the  London 
Museum:  By  John  Hayes.  London:  H.M. 
Stationery  Office.  3s.  6d.  net. 

Toulouse-Lautrec.  A  definitive  biography: 

By  Henri  Perruchot.  Translated  by  Humphrey 
Hare.  London:  Michael  Joseph  Ltd.  (Perpetua 
Books)  35s.  net. 


The  Small-Sword  in  England:  By  J.  D. 

Aylward.  London:  Hutchinson  &  Co.  50s.  net. 


Pierrot:  By  Kay  Dick.  London:  Hutchinson  & 
Co.  50s.  net. 


Motif  5:  Edited  by  Ruari  McLean.  London: 
Shenval  Press  (58  Frith  Street,  W.i).  £1  2s.  6d. 
an  issue  ($3.50).  £3  5s.  for  3  issues  post  paid 
($10.00). 


Botticelli   and   his   Contemporaries:  By 

Angela  Ottino  della  Chiesa.  London:  B.  T. 
Batsford.  63  s.  net. 


Canaletto   and   his   Contemporaries:  By 

Decio  Gioseffi.  London:  B.  T.  Batsford. 
63s.  net. 


Handbook  of  Plant  and  Floral  Ornament 
from  early  Herbals:  By  Richard  G.  Hatton. 
New  York:  Dover  Publications  Inc.  (180 
Varick  Street)  $2.98. 

# 

Decorative  Alphabets  and  Initials:  Edited 

by  Alexander  Nesbitt.  New  York:  Dover 
Publications  Inc.  $2.25. 


The  Styles  of  Ornament:  By  Alexander 
Speltz.  New  York:  Dover  Publications  Inc. 
$2.25. 
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Contributed  by  Adrian  Bury 


Round  about  the  Galleries 


Camille  Pissarro 

THE  author  of  the  foreword  to  an  exhibition 
of  Camille  Pissarro's  pictures  held  in  1945 
it  the  Wildcnstcin  Galleries,  New  York,  wrote : 
Pissarro  believed  strongly  in  the  impressionist 
truth.  He  loved  and  cherished  this  belief.  But  he 
dso  loved  his  great  predecessors,  Corot,  Courbet, 
ind  even  such  men  as  Decamps ;  in  short  every- 
one who  had  served  as  a  more  or  less  valuable 
link  in  the  continuous  evolution  of  the  traditions 
of  French  art.  Far  from  setting  himself  up  as  a 
renegade  of  the  past,  he  espoused  the  XIX 
Century  destiny  of  impressionism  as  a  true 
follower  of  those  great  traditions,  with  the  con- 
viction that  he  and  the  other  impressionists  were 
merely  adding  new  buttresses  to  the  old  struc- 
ture that  had  slowly  been  built  through  the  cen- 
turies by  the  Poussins  and  the  Lorrains,  the 
primitives  and  the  romantics,  the  Moreaux,  and 
all  the  Fontainebleau,  Lyons  and  Barbizon  dynas- 
ties of  painters.'  The  simple  truth  is  that  artists 
cannot  abandon  the  lessons  of  the  past  if  they  are 
to  create  anything  worthy  of  the  present  and 
future. 

Camille  Pissarro's  genius  in  all  his  moods  from 
his  twenties  when  he  came  under  the  influence  of 
Corot  and  Courbet  to  such  works  asL'IleLacroix, 
Rouen  (1888)  and  Le  Sender  (1889),  when  for  a 
brief  while  he  was  interested  in  Pointillism  was 
essentially  his  own.  In  fact,  while  an  original  and 
devoted  adherent  of  Impressionism,  Pissarro  was 
an  even  greater  devotee  of  the  beauties  of  nature, 
Impressionism  being  his  chosen  language  for 
expressing  the  eternal  verities  that  he  could  see. 

An  important  late  work  by  this  master  is 
Jeanne  Pissarro  Lisant  (Wildenstein  Galleries,  147 
New  Bond  Street).  A  lovely  harmony  of  reds, 
yellows,  greens  and  black,  this  picture  proves 
Pissarro's  intense  concentration  on  his  ideals  at 
the  end  of  his  life,  and  at  a  time  when  Impression- 
ism in  other  hands  was  already  becoming  some- 
what facile.  The  picture  is  signed  and  dated  1 899, 
and  may  be  compared  stylistically  with  Le  Louvre 
of  the  same  year  and  Le  Pont  Neuf  of  1901.  It  was 
formerly  in  the  collections  of  Pissarro  and  A. 
Bonin. 

Emma  Hamilton 

OF  the  many  artist  and  model  associations  that 
humanise  the  history  of  art  there  is  none  more 
graceful  than  that  between  Romney  and  Emma 
Hamilton.  That  he  adored  her  beauty  and  was 
constantly  inspired  by  it  is  obvious,  not  only 
from  certain  well-known  pictures  but  by  the 
bewildering  number  that  Romney  painted  be- 
tween July,  1782,  when  her  name  is  first  mention- 
ed in  his  diaries  and  September  6th,  1791,  when 
he  scrawls  'married  to  Sir  William  Hamilton'. 
With  what  pathos  Romney  wrote  those  words, 
signifying  the  end  of  this  happy  association,  can 
be  easily  imagined. 


The  times  that  his  'divine'  Emma  sat  to  him 
are  meticulously  set  out  in  Ward  and  Roberts' 
monumental  Catalogue  Raisonni.  There  were  13 
in  1782,  4  in  1783,  52  in  1784  (the  Diary  for  1785 
is  missing),  14  in  1786  and  34  in  1791.  The  gap 
between  1786  and  1791  is  accounted  for  by  the 
fact  that  Emma  was  absent  in  Naples  during 
those  years. 

Ward  and  Roberts  catalogue  45  Lady  Hamil- 
tons,  32  with  fancy  titles  and  13  without  titles. 
Judging  by  the  speed  with  which  Romney 
worked  there  may  well  be  several  versions  still 
unrecorded. 

The  recently  discovered  one  (Pulitzer  Galler- 
ies, 5  Kensington  High  Street)  is  a  brilliant  effort. 
To  the  dimensions  of  30  X  25  in.,  this  portrait 
all  but  speaks  the  artist's  joy  in  re-creating  in 
terms  of  art  the  lady  whom  he  preferred  to  paint 
rather  than  the  fashionable  world  that  beseiged 
his  studio  in  Cavendish  Square.  The  reason  why 
Emma  became  quite  indispensable  to  Romney 
for  a  few  years,  at  least,  is  because  she  could 
completely  identify  her  personality  with  the 
artist's  passion  to  express  himself.  That  Emma  had 
a  genius  of  her  own,  and  a  natural  gift  for  en- 
chanting people  who  came  into  contact  with  her, 
there  can  be  no  doubt.  Born  humbly  in  1761  at 
Denhall,  Chester,  the  only  child  of  a  blacksmith, 
her  beauty  in  the  first  place  was  the  passport  to 
eminence.  It  must  have  been  more  than  beauty, 
however,  that  won  her  the  love  of  distinguished 
men  and  women,  including  Lord  Nelson  himself. 

How  far  is  the  Pulitzer  portrait  like  others  that 
are  known  ?  Romney's  vision  varies  both  in  like- 
nesses and  quality  of  the  art ;  but  it  is  interesting 
to  compare  the  portrait  under  discussion  with 
the  one  holding  a  dog  (Frick  Collection),  the 
celebrated  Bacchante  with  Dog  and  Goat,  and  the 
Cassandra  in  the  National  Gallery. 

Hagar  and  Ishmael 

A  CURIOUS  and  touching  version  of  this 
biblical  story  by  Jacob  Gerritz  Cuyp  and  Hendrik 
Mommers  is  to  be  seen  at  John  Mitchell's  (8 
New  Bond  Street).  One  of  those  pictures  where 
it  is  difficult  to  determine  who  did  what,  the 
ruined  classical  building  to  the  right  and  some  of 
the  animals  are  probably  by  Mommers,  and  the 
human  figures,  landscape  and  sky  by  Cuyp.  Be 
that  as  it  may,  there  is  considerable  dignity  and 
grief  in  this  farewell  scene  between  Abraham, 
Ishmael  and  Hagar,  the  child  clinging  to  the 
skirts  of  his  mother.  It  will  be  remembered  that 
at  Sarah's  demand  Abraham  reluctantly  sent 
them  away,  giving  them  food  for  the  journey 
and  water  to  drink  in  a  bottle  made  of  skin. 
Abraham  expected  them  to  return  to  Egypt,  but 
they  were  lost  in  the  desert.  At  length  they 
settled  in  some  oasis  and  Hagar  became  the  foun- 
der of  the  Arab  world. 

If  one  is  a  Rowlandson  enthusiast,  and  I  must 


confess  that  I  am,  one  is  constantly  surprised  by 
some  unknown  little  masterpiece  of  calligraphic 
art;  and  if  it  records  a  place  connected  with  life- 
long experience  so  much  the  better.  I  lingered  en- 
viously over  a  tinted  drawing  at  Mr.  Mitchell's 
entitled  The  Star  and  Garter,  Richmond  Hill.  Full 
of  lively  human  antics — two  corpulent  persons 
wheeling  a  bath-chair  in  the  foreground,  a 
phaeton,  coach  and  horsemen — against  a  tender 
landscape  of  the  river  in  the  valley  and  trees 
receding  to  a  far  distance,  tins  piece  is  for  the 
fastidious  collector.  It  is  a  drawing  that  would 
hold  its  own  in  the  best  company. 

The  Eighth  Earl,  K.G. 

IN  Ins  thirty  odd  years  of  life,  W.  Wissing  (1656- 
1687)  managed  to  mingle  with  the  great,  perhaps 
by  reason  of  the  fact  that  he  assisted  Peter  Lely, 
and  after  this  fashionable  portraitist's  death  be- 
came his  successor  in  London  until  Kneller  took 
charge  of  face-painting.  The  royal  family  sat  to 
Wissing  and  he  did  several  portraits  of  the  ill- 
fated  Duke  of  Monmouth.  This  did  not  prevent 
him  from  painting  Thomas  Herbert,  K.G.,  P.C., 
who  as  Lord  Lieutenant  of  Wiltshire  raised  the 
militia  of  the  county  against  the  Duke  in  1685. 
Wissing's  picture  of  this  engaging  member  of 
the  Herbert  family,  at  the  Parker  Galleries,  (3 
Albemarle  Street),  recalls  a  nobleman  who  play- 
ed an  important  part  on  the  historic  scene  during 
the  reigns  of  Charles  II  and  George  II.  Thomas 
Herbert  was  First  Lord  of  the  Admiralty  in  1690, 
carried  the  sword  of  justice  at  the  coronation  of 
William  and  Mary,  and  was  one  of  the  council  of 
nine  to  advise  the  Queen  as  regent  during  the 
King's  absence  in  Ireland.  He  was  made  a  K.G.  in 
1700,  and  appointed  Lord  High  Admiral  in  1701. 
He  again  carried  the  sword  at  the  coronation  of 
Queen  Anne,  and  'performed'  similarly  at  the 
coronation  of  George  I  and  George  II. 

The  eighth  Earl  of  Pembroke  is  described  as  a 
man  of 'eminent  virtue'  and  great  learning,  parti- 
cularly in  mathematics,  and  he  was  President  of 
the  Royal  Society  1689-90.  His  love  of  art  is  re- 
flected in  certain  classical  statues  that  are  among 
Wilton's  treasures.  The  portrait  at  the  Parker 
Galleries  shows  the  Earl  wearing  armour  and  a 
full  wig  and  holding  a  telescope.  Conveniently 
introduced  on  the  left  side  of  the  canvas  is  a  ship 
of  war  in  action.  How  distinguished  he  was  as  a 
naval  commander  is  a  matter  of  opinion,  but  his 
career  otherwise  would  appear  to  have  been  a 
long  succession  of  honours  worthy  of  the  great 
name  of  Herbert. 

Early  English  Marine  Art 

IT  is  quite  likely  that  Thomas  Herbert,  as  art 
connoisseur  and  Admiralty  First  Lord,  saw  the 
work  of  Peter  Monamy  (c.  1670-1749),  who 
began  his  career  as  an  artist  about  the  beginning 


of  the  eighteenth  century  after  serving  appren- 
ticeship to  a  sign  and  house-painter  on  Old 
London  Bridge.  From  his  window  there  he  had 
ample  opportunities  for  studying  picturesque 
ships,  and  though  this  artist  derived  much  from 
the  Van  deVeldes  he  still  takes  a  particular  place  at 
the  beginning  of  English  marine  art.  Monamy's 
power  of  drawing,  firmness  of  paint  and  confi- 
dence of  design  may  be  studied  in  an  impressive 
example  at  the  F.  T.  Sabin  Gallery  (Park  House, 
Rutland  Gate).  It  is  entitled  A  First  Rate  Firing  a 
Salute.  The  sails  are  in  shadow,  relieved  by  strong 
light  at  the  edges;  the  sumptuously  carved  and 
gilded  stem  of  the  ship  makes  a  rich  note  in  a 
quiet  colour  scheme.  The  volume  of  white 
smoke  on  the  extreme  left  is  an  ingenious  part  of 
the  composition  in  echoing  in  form  the  large 
shapes  of  the  clouds. 

A  Dutch  picture  by  Adam  Willaerts  (1577-? 
1666)  also  at  Sabin's  is  a  curious  reflection  of  the 
classical  Italian  mood  as  it  'diverted'  Nether- 
landish art  in  the  seventeenth  century.  Willaerts 
in  allegorical  style  has  depicted  the  advent  of 
Venus  from  the  sea.  The  goddess,  seated  on  a 
throne,  is  being  brought  to  land  by  mermaids 
and  mermen,  with  a  group  of  flying  cupids 
hovering  over  her.  On  the  coast  in  the  fore- 
ground other  mythological  figures,  including 
Pan,  Ceres,  Neptune  and  Bacchus  are  making 
merry.  To  the  left,  on  a  promontory,  a  ruined 
casde  flanked  by  two  trees  makes  a  dark  contrast 
to  the  light  forms  of  the  figures. 

Willaerts  is  known  for  his  river  and  canal 
scenes,  markets  and  landscapes,  many  of  which 
are  in  Continental  galleries. 


Friends  of  William  Blake 

JOHN  LINNELL,  born  1792,  is  a  personality  in 
English  art  linking  Samuel  Palmer  who  was  his 
son-in-law,  William  Blake  and  John  Varley  in 
the  1 820's.  When  Linnell  lived  at  Collin's  Farm, 
Hampstead,  the  four  artists  enjoyed  happy 
evenings  there.  A.  H.  Palmer,  in  his  Life  of 
Samuel  Paltner,  relates:  'Fortunately  for  my 
father,  Broad  Street  lay  in  Blake's  way  to  Hamp- 
stead, and  they  often  walked  up  to  the  village 
together.  The  aged  composer  of  the  Songs  of 
Innocence  was  a  great  favourite  with  the  children, 
who  revelled  in  those  poems  of  the  lovely 
spiritual  things  and  beings  that  seemed  to  him  so 
real  and  so  near.  Therefore  as  the  two  friends 
reached  the  farm,  a  merry  troup  turned  out  to 
meet  them  led  by  a  little  fair-haired  girl  of  some 
six  years  old.  To  this  day  (1892)  she  remembers 
cold  winter  nights  when  Blake  was  wrapped  up 
in  an  old  shawl  by  Mrs.  Linnell,  and  sent  on  his 
homeward  way  with  the  servant,  lantern  in 
hand,  lighting  him  across  the  heath  to  the  main 
road.' 

Linnell  and  Varley  were  fascinated  by  Blake's 
visionary  powers  and  those  strange  portraits  that 
Blake  avowed  he  had  done  direct  from  Edward 
III,  the  Man  who  Built  the  Pyramids,  and  The 
Ghost  of  a  Flea.  There  is  a  drawing  extant  by 
Linnell  of  Varley  arguing  with  Blake,  whose 
occultism  was  somewhat  materialistic  as  opposed 
to  Blake's  mysticism. 

Blake  died  in  1827,  Varley  in  1842.  Linnell 


lived  on  until  1882.  From  the  beginning  of  bis 
career  he  was  a  successful  and  versatile  artist, 
both  in  oils  and  watercolours  and  he  could 
handle  the  graver  with  skill.  Some  of  Linnell's 
small  portraits  are  admirable  essays  in  character- 
isation and  paint  quality,  but  he  was  mostly 
known  in  his  lifetime  as  a  landscape  painter  of 
elegiac  sentiment.  An  important  example  of  his 
work,  particularly  expressing  this  feeling,  is  the 
one  entitled  The  Sheepfold  at  the  Newman 
Galleries  (43a  Duke  Street,  S.W.i)..  To  the 
dimensions  of  40  X  50  ins.,  it  is  signed  and  dated 
1859,  and  was  exhibited  at  the  International 
Exhibition,  1862,  Leeds  1868  and  the  Royal 
Academy  1883. 


A  Rare  Picture 

ARISTOCRAT  by  birth,  Gerard  Ter  Borch 
(1617-1681)  spent  a  contented  life  painting 
members  of  his  own  class  in  their  comfortable 
environment.  His  little  portraits  and  interiors 
are  perfectly  expressive  of  a  certain  section  of 
Dutch  society' during  the  second  half  of  the 
seventeenth  century.  Ter  Borch's  father, 
appreciating  his  son's  talent,  allowed  him  to 
study  with  Pieter  Molyn  at  Haarlem  after  which 
he  visited  England,  Germany,  Italy  and  Spain. 
Ter  Borch  came  into  contact  with  foreign 
potentates  and  European  art  in  general.  In 
England  he  was  introduced  to  the  court  and 
there  met  Van  Dyck.  A  little  known  example  of 
his  art  is  the  equestrian  portrait  of  Charles  Louis 
of  the  Palatinate  (of  the  Rhine),  which  dates 
from  1649.  Recorded  in  the  recently  published 
comprehensive  monograph  on  Ter  Borch  by 
S.  J.  Gudlangsson,  this  picture,  now  in  the 
possession  of  G.  Cramer  (38  Javastraat,  the 
Hague)  came  from  the  Collection:  Foundation 
Castle  Rohonz,  Villa  Favorita,  Castagnola  (Cat. 
1958,  No.  412a). 

Since  1872 

SCANNING  the  invitation  to  the  annual  exhi- 
bition of  Old  English  Water-Colours  at  Agnew's, 
I  was  impressed  by  die  fact  that  it  was  the  88th. 
This  in  itself  indicates  an  important  piece  of  art 
history.  This  event  therefore  was  well  established 
before  Roget's  History  of  the  Old  Water-Colour 
Society  was  published  in  1891.  That  the  British 
watercolour  school  survives  all  the  vagaries  of 
art  fashion  is,  of  course,  part  of  its  sincere  and 
beautiful  sentiment.  Booms  and  slumps  do  not 
seriously  affect  it,  for  the  fine  watercolour  would 
appear  to  be  always  on  a  rising  market,  as  the 
financiers  say.  Apart  altogether  from  that,  how- 
ever, the  increasing  number  of  collectors  in  this 
department  of  art  are  certain  of  possessing 
pictures  that  never  lose  dieir  aesthetic  appeal. 

The  current  show  at  Agnew's,  which  opened 
last  month  and  will  probably  be  extended  to  a 
second  edition,  contains  examples  by  famous 
masters,  notably  Turner's  Richmond  Terrace, 
(c.  1838)  recorded  in  Sir  Walter  Armstrong's 
Turner  (p.  273)  and  Engraved  Works  of  J.  M.  W. 
Turner,  by  W.  G.  Rawlinson.  A  lyrical  master- 
piece, by  this  artist  is  the  blue  and  gold  Wey- 
mouth, engraved  by  W.  B.  Cooke  and  also 


recorded  by  Sir  Walter  Armstrong  and  W.  G. 
Rawlinson.  There  are  a  splendid  Peter  de  Wint 
of  Trees  and  Waggon,  good  John  Varleys  and 
David  Coxes.  The  Oriental  magic  of  James 
Chinnery  is  expressed  in  a  large  group  of 
Chinese  and  Indian  subjects.  His  rich  warm 
colour  and  fresh  spontaneous  style  is  seen  at  its 
best  in  one  entitled  Kowloon. 

Good  Face-Painting 

THE  exhibition  of  portraits  by  seventeenth-  and 
eighteenth-century  masters  at  the  Norber^ 
Fischman  Gallery  (26  Old  Bond  Street)  attracted 
much  attention  and  involved  some  problems. 
But  that  the  works  were  generally  very  good 
and  of  unusual  interest  in  the  sense  of  varying 
styles  and  personalities  made  the  occasion  most 
pleasurable. 

It  is  a  matter  of  expert  opinion  whether  a 
portrait  of  Rembrandt  wearing  a  velvet  hat  was 
painted  by  his  own  hand  or  somebody  else's. 
Yet  whoever  did  it  was  obviously  an  artist  of 
exceptional  power.  Another  picture,  previously 
labelled  Rembrandt,  but  according  to  Dr.  W.  R. 
Valentiner  by  Ferdinand  Bol  during  his  asso- 
ciation with  Rembrandt,  is  a  brilliant  little  work. 
I  was  also  much  impressed  by  a  portrait  of  a  man, 
expertised  by  Tancred  Borenius  as  by  Frans  Hals, 
being  the  first  version  of  the  portrait  seen  in  the 
Stettin  Museum  picture  by  Hals.  Two  small 
works  of  a  man  and  his  wife,  by  William  Dob- 
son,  lent  an  English  distinction  to  a  company  of 
twenty-three  faces  of  beauty  and  character. 

Child  in  a  Landscape 

CHILD  portraits  are  a  severe  test  of  an  artist's 
skill  and  patience,  but  if  achieved  with  such  a 
charming  result  as  is  to  be  seen  in  the  one  at  the 
St.  James's  Galleries  (Jermyn  Street)  they  remain 
a  delight  to  all  beholders  from  century  to  century. 
The  little  girl  in  a  landscape  is  the  work  of 
Stephen  Poyntz  Denning,  and  is  signed  and 
dated  1834.  It  came  from  the  Caldwell  Hall 
Collection,  Burton-on-Trent.  No  doubt  Den- 
ning looked  at  some  of  Reynolds's  and  Law- 
rence's admirable  portraits  of  children,  working 
to  some  extent  in  the  late  eighteenth-century 
tradition.  Denning  (1795-1864)  is  known  for 
many  such  small  single  oil  studies,  watercolours 
of  family  groups  and  miniatures,  which  he  ex- 
hibited at  the  Royal  Academy  from  18 14  to 
1 85 1.  He  was  also  Curator  of  the  Dulwich  Art 
Gallery  for  over  forty  years. 

At  the  same  galleries  I  saw  some  recent  works 
by  Sir  William  Russell  Flint,  notably  interiors 
of  old  French  farm  buildings,  with  groups  of 
figures  placed  exactly  where  they  should  be, 
lending  a  touch  of  youth  and  beauty  to  their  age- 
old  background*.  Sir  William  is  unique  among 
contemporary  watercolour  painters  in  finding 
these  remote  and  often  mediaeval  buildings, 
and  will  travel  miles  off  the  beaten  track  and 
happen  as  it  were  upon  the  perfect  subject.  All 
these  interiors  are  authentic  records  of  actual 
places.  It  would  appear  that  our  French  friends 
are  not  so  ruthless  with  such  relics  of  the  past 
as  we  are  with  ours  in  our  passions  for  scientific 
and  industrial  progress. 
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IN  THE  GALLERIES 


(Left  to  right  above).  Gerard  Ter  Borch.  Portrait  of  Charles  Louis  of  the 
Palatinate  (c.  1649),  panel,  39  x  29  cm.  G.  Cramer  Gallery,  The  Hague.  S.  P. 
Denning.  Girl  in  a  Landscape,  signed  and  dated  1834,  21  x  17  in.  St.  fames' s 
Galleries,  Jermyn  Street,  London.  Peter  Monamy.  A  First  Rate  Firing  a 
Salute,  40  X  35 }  in.  Frank  T.  Sabin,  Park  House,  Rutland  Gate,  London. 
(Left).  J.  G.  Cuyp  and  H.  Mommers.  Abraham,  Ishmael  and  Hagar,  signed 
29  X  43  in.  John  Mitchell's,  8  New  Bond  Street,  London.  (Left  and  right 
below).  Pissarro.  feanne  Pissarro  Lisant,  2i£  X  25^  in.  Wildenstein  Gallery, 
147  New  Bond  Street,  London.  John  Linnell.  The  Sheepfold,  40  x  50  in. 
Newman  Galleries,  43a  Duke  Street,  London,  S.W.I. 
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A  pair  of 
walnut  Bureaux 
made  in  Dresden 

IN  spite  of  the  great  distance  that  separates  London  and 
Dresden  there  was  a  striking  conformity  of  style  in  the  furni- 
ture produced  in  the  two  cities  during  the  early  decades  of  the 
eighteenth  century.  Whereas  in  other  parts  of  Germany  fashion 
favoured  heavy  and  elaborately  profiled  Baroque  furniture,  in 
Dresden  bureau  cabinets  of  oak  veneered  with  walnut  or  of 
japanned  soft-wood,  which  could  easily  be  mistaken  for  English 
pieces,  were  preferred.  There  is  no  doubt  that  the  fashion  came  to 
Saxony  from  England,  for  the  type  first  appeared  in  England  and 
a  pair  of  cabinets  of  this  type  in  the  castle  of  Moritzburg  near 
Dresden,  delivered  by  the  Dresden  court  cabinet-maker,  Peter 
Hoese,  in  1728,  were  actually  known  as  'englische  Schranke',  i.e., 
English  cabinets.  A  number  of  these  cabinets  formerly  decorated 
the  rooms  of  the  Dresden  Residence,  of  which,  as  the  result  of 
war-time  destruction,  only  the  walls  remain.  While  the  walnut 
cabinets  with  their  matched  veneers  and  cross-banded  borders 
conform  fairly  closely  to  their  English  prototypes,  the  japanned 
ones  are  of  more  elaborate  construction  and  have  richer  brass 
mounts  than  contemporary  English  examples.  This  added 
splendour  may,  of  course,  to  some  extent  have  been  due  to  the 
need  to  fit  them  for  the  palace  of  a  ruling  prince. 

The  pair  of  cabinets  made  by  Hoese,  of  which  one  is  illus- 
trated at  left  above,  is  described  at  length  in  the  bill  rendered 
by  the  maker  as  follows  (translated  from  the  German  original 
text) : 

'Two  cabinets,  which  can  be  used  as  serving  tables,  made  in  the 
fashion  of  English  writing  cabinets  .  .  .  the  upper  part  with  an 
arched  cornice  and  two  doors  set  with  glass,  and  in  the  middle  a 
fall-front,  in  the  lower  part,  two  doors  and  in  the  base  a  pull-out 


;lide  to  set  bottles  on ;  the  whole  exterior  of  walnut  wood,  the 
nside  furnished  with  shelves:  in  the  great  hall  over  the  kitchen, 
it  65  Thaler  each.' 

These  two  cabinets  are  quite  modest  pieces  of  furniture  in 
:omparison  with  the  pair  (see  the  remainder  of  the  present 
llustrations)  which  form  the  main  subject  of  this  note.  The 
atter  have  recently  been  brought  to  England  after  passing 
hrough  an  American  collection  and  are  now  in  the  possession  of 
Vlr.  Leonard  Knight  of  King  Street,  St.  James's.  They  must  have 
eft  Dresden  after  the  First  World  War,  when  they  formed  part 
)f  the  works  of  art  handed  over  to  the  former  Saxon  royal 
amily  in  compensation  for  the  nationalisation  of  the  remainder 
)f  their  property.  Their  workmanship  is  of  the  very  highest 
mality  and  is  so  closely  related  to  the  contemporary  English 
manner  as  to  suggest  that  English  cabinet-makers  must  have 
*one  out  to  Dresden  and  either  worked  on  them  or  established  a 
tyle  which  was  followed  by  the  local  masters.  Their  construc- 
ion,  with  oak  drawer  linings  and  pine  carcase,  conforms  to 
inglish  practice  at  the  time. 

The  main  features  of  these  bureau  cabinets,  that  point  decisively 
o  their  German  origin,  are  the  elaborate  shaping  of  the  top  of  the 
ooking  glass  panels  with  which  the  doors  are  fitted,  the  brass 
nouldings  that  frame  the  panels,  the  chiselled  brass  capitals  to  the 
:entre  and  corner  pilasters  and  the  shaped  front  of  the  flap.  Con- 
emporary  English  cabinets  had  straight  flaps  which,  when 
)pcned  for  writing,  rested  on  lopers.  The  flaps  of  these  Saxon 
:abinets  could  not,  by  reason  of  their  S-profile,  be  supported  on 
opcrs  and  are  instead  held  in  position  by  an  iron  quadrant  on 
■ach  side.  Other  attractive  features,  which,  though  unusual. 


would  not  be  altogether  out  of  place  on  English  examples,  arc 
the  glass  panels  with  which  the  three  pilasters  of  the  upper  stage 
are  set,  and  the  rounded  corners  and  shaped  bracket  feet  of  the 
lower  stage.  The  carved  and  gilded  vases  surmounting  the  angles 
at  each  end  of  the  pediment  and  the  bust  in  the  centre  are  of 
distinctly  continental  Baroque  design.  The  drawer  locks  are  of 
iron,  whereas  on  high  class  English  walnut  furniture  of  this 
period,  brass  cased  locks  were  becoming  more  usual.  Finally,  the 
proportions  differ  from  the  standard  English  form,  the  piece 
being  rather  wider  than  was  then  usual  in  English  cabinet-making 
practice. 

A  very  similar  bureau-cabinet,  formerly  at  Moritzburg,  is  now 
in  the  Dresden  Museum  fur  Kunsthandwerk.  It  has  a  different 
form  of  pediment  with  volutes  and  a  cartouche  in  the  centre,  and 
instead  of  the  glass  pilasters  has  hollow  mouldings.  In  other 
respects  it  corresponds  exactly  with  the  pair  here  discussed.  Yet 
another  Saxon  writing-cabinet  at  Moritzburg,  which  has  glass 
pilasters  resembling  those  of  this  pair,  is  known  to  have  been 
delivered  to  the  Saxon  court  in  1727  by  the  Dresden  glass 
merchant,  Erich  Niclas  Noor,  at  a  cost  of  410  Thaler.  (Illustrated 
C.  Kempe.  Schlosser  mid  Garten  in  Dresden.  1957,  pis.  18/19.)  It  is 
set  with  a  great  deal  of  mirror  glass  and  was  evidently  intended  to 
show  off  the  excellence  of  the  Noor  glass  plates. 

English  walnut  furniture  of  the  first  half  of  the  eighteenth 
century  has  been  sometimes  described  as  an  unique  contribution 
by  England  to  the  history  of  furniture  design,  but  one  must 
admit  that  pieces  of  equal  merit  were  produced  in  Germany.  It 
is  interesting  to  speculate  how  many  of  the  walnut  bureaux 
which  arc  now  in  England  are  in  fact  of  German  origin. 


55 


I 


2 


International 
Saleroom 


1.  Frans  Hals.  Portrait  of  a  Cavalier,  29  X  24  in.  ,£182,000  (Sotheby's). 

2.  W.  R.  Sickert,  A.R.A.  Portrait  of  Mrs.  Barrett  (1908),  signed,  iof  x  15J  in. 
£1,500  (Sotheby's). 

3.  G.  B.  Tiepolo.  Le  temps  enleve  la  Beaute,  2  m.  26  X  I  m.  64.  NF  350,000 
(.£25,417).  (Palais  Galliera,  Paris:  M.  Ader). 

4.  Carl  Spitzweg  (1808-1885).  This  is  your  World,  58  x  36  cm.  DM.  122,000 
(£10,418),  an  auction  room  record  for  this  artist  (Bernheimer  Sale,  Wein- 
miiller,  Munich). 

5.  German  or  Flemish  wheel-lock  petronel,  dated  1581.  Bought  by  Sir  James 
Mann  for  the  Tower  of  London  Armouries.  £2,100  (Sotheby's).  The  price 
appears  to  be  the  highest  ever  recorded  for  a  single  pistol  and  the  weapon  itself 
the  most  elaborate  of  its  kind. 

6.  George  Stubbs.  Baron  de  Robeck  riding  by  the  Serpentine,  39J  x  50  in.  £20,000 
(Sotheby's). 

7.  Giorgio  de  Chirico.  Horsemen  on  the  Shore,  signed,  x  23J  in.  £1,260 
(Christie's). 

8.  P.  W.  Steer.  Littledean  (1909),  19J  x  2o£  in.  £735  (Christie's). 
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9.  Fragonard.  VHeureux  Menage,  diameter  34  cm.  NF.  160,000  (,£11,619)  (Pefiard  y 
Fernandez  Sale:  M.  Ader). 

10.  Sixteenth-century  Cairo  carpet,  from  the  Scottish  Church  at  Regensburg.  DM. 
26,000  (£2,220)  (Bernheimer  Sale,  Weinmuller). 
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ii.  Russian  eighteenth-century  brooch  in  emeralds  and  diamonds.  .£42,000 
(Sotheby's).  12  &  13.  Captain  James  Cook's  manuscript  'Logg  Book'  and 
Journal.  £53,000,  an  auction  room  record  for  an  18th-century  manuscript 
(Christie's).  14.  Tournai  Gothic  millefleurs  armorial  tapestry,  c.  1495 
(Myron  C.  Taylor  Collection).  Dollars  32,500  (^11,607)  (Parke-Bemet, 
New  York).  Bought  by  the  Metropolitan  Museum.  15.  Fourteenth-century 
Tuscan  embroidery,  silk  on  linen,  27  41  cm.  DM.  9,500  (£811)  (Bern- 
heimer  Sale,  Weinmiiller).  16.  Rare  Persian  mid-sixteenth-century  vase 
carpet,  3  m.  22  2  m.  58,  originally  in  the  Mme  Louis  Burat  Collection 
(sold  in  1937)-  NF.  8.000  G£58i)  (Pefiard  y  Fernandez  Sale:  M.  Ader). 

Sote.  The  French  auction  sale  prices  quoted  do  not  include  sales  and  other  taxes. 
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17.  Louis  XV  Vernis  Martin  commode,  soi  in. 
wide.  ,£18,375  (Christie's,  in  a  sale  of  French  fur- 
niture totalling  ,£106,000).  18.  God  the  Father 
enthroned,  with  Christ  Crucified  and  Angels. 
Nottingham  alabaster  relief,  c.  1400.  DM.  4,600 
(,£392)  (Bernheimer  Sale,  Weinmuller).  19. 
Enamelled  Royal  armorial  goblet,  by  Beilby, 
Newcastle,  9^  in.  high,  c.  1762.  ,£1,820 
(Sotheby's).  20.  Part  of  a  Westphalian,  14th- 
century  choir  screen,  bought  by  a  North  Ger- 
man collector.  DM.  37,000  (,£3,159)  (Bern- 
heimer Sale,  Weinmuller). 
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21.  Emerald  and  diamond  necklace,  formerly  the  property  of 
the  Earl  of  Harewood.  ,£36,000  (Christie's).  22.  Gold  box,  with 
rocaille  cartouches,  4  cm.  high,  7.5  cm.  wide.  DM.17,000  (,£1,451) 
(Lempertz,  Cologne).  23.  French  marquetry  table,  75  cm.  high, 
with  Sevres  pate  tendre  plaques,  by  M.  Carlin.  NF.  152.000 
(,£11,055)  (Penard  y  Fernandez  Sale:  M.  Ader). 
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24.  Limoges  champleve  enamel  processional  cross.  £720  (Sotheby's). 

25.  Ivory  crozier,  14th  century,  diameter  11  cm.,  bought  by  a  Rhenish 
collector.  DM.  13,000  (£1,110)  (Bernheimer  Sale,  Weinmuller).  26. 
Glazed  terracotta  lunette,  with  figure  of  the  Archangel  Michael,  by 
Andrea  della  Robbia,  bought  by  the  Metropolitan  Museum.  Dollars 
40,000  (,£14,286)  (Parke-Bernet).  27.  Silver-gilt  ewer  (h.  32.5  cm.)  and 
basin  (dia.  52.7  cm.),  by  Nicolas  de  Launay,  Paris,  1704.  NF.  140,000 
(£10,182)  (Penard  y  Fernandez  Sale:  M.  Ader).  28.  George  I  octagonal 
pear-shaped  teapot,  by  Simon  Pantin,  1714.  £1,400  (Christie's). 
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Above).  A  rare  Japanese  thirteenth-century  silk  scroll  painting  of  Amida 
tuddha's  paradise,  73  in.  high  by  62f  in.  wide,  which  has  entered  the  collections 
t  the  Royal  Ontario  Museum,  Toronto.  (Above  right).  A  quarter  of  a  million 
ollars  are  still  required  to  restore  Shaker  village  in  Hancock,  Massachusetts,  of 
^hich  this  is  an  old  wood  engraving.  (Right).  Until  this  7%  in.  high  silver  tankard 
fas  presented  this  year  by  Mr.  Albert  W.  Rice,  Worcester  Art  Museum,  Mass- 
chusetts,  had  no  example  of  the  work  of  John  Coney. 


Borrowed  from  the  Walters  Gallery  in  Balti- 
lore,  was  a  third-century  B.C.  South  Etruscan 
ronze  dating  from  the  third  century  B.C.  It  was 
nother  of  the  objects  admirably  serving  as  both 
n  aid  to  education  and  a  work  of  art  to  enjoy. 
Tie  incised  decoration,  beautiful  in  its  own  right 
lows  classical  Greek  scenes — Helen  presented 
efore  Paris,  the  rape  of  Helen,  a  chariot  drawn  by 
5ur  horses  abreast,  a  flying  figure  with  a  crown 
f  victory — that  help  bring  Greek  poetry  and 
lythology  to  life.  Again,  a  superb  fourteenth- 
entury  French  carved  ivory  of  the  Madonna 
nd  Child,  borrowed  from  the  Nelson-Atkins 
4uscum  in  Kansas  City,  might  speak  of  life  to 
le  passing  student,  telling  him  that  faith  was  the 
ispiration  of  the  Gothic  period;  and  that  the  cult 
f  the  Virgin,  resulting  in  the  placing  of  women 
n  a  pedestal,  has  deeply  influenced  many  people 
-om  that  day  to  this. 

One  mentions  the  educational  aspect  of  art 
ecause  the  museum,  as  a  teacher,  is  a  vital 
enture  in  the  Commonwealth  of  Virginia.  The 


Virginia  Museum,  the  first  state-owned  art 
gallery  in  America,  is  today  the  fountain  head  of 
a  state-wide  visual  arts  system  which  includes 
seventy  travelling  art  exhibitions,  and  an  art- 
mobile  that  journeys  to  areas  which  have  no 
exhibition  hall.  For  three  years  the  artmobile 
toured  the  state,  filled  with  ancient  Egyptian 
works  of  art.  Such  humanization  of  art  objects 
has  brought  the  Virginia  Museum  in  twenty-five 
years  to  high  rank  among  cultural  institutions  in 
the  United  States. 

Early  Boston  Silver  Tankard 

A  RARE  and  handsome  example  of  early 
American  silver,  a  seventeenth-century  Boston 
tankard  by  John  Coney  (1656-1722),  has  recently 
been  given  to  the  Worcester  (Massachusetts)  Art 
Museum.  Of  large  size,  weighing  a  total  of 
thirty-six  and  a  half  ounces,  this  tankard  is 
impressively  simple  in  form  and  workmanship, 
its  straight  tapering  body  rc-cnforccd  by  a  plain 
base  moulding.  Simplicity  also  distinguishes  the 


flat  cover,  where  the  decoration  is  limited  to  a 
serrated  front  edge,  and  a  slight  step  dressed  with 
gadrooning.  The  plain  scroll  handle  is  capped  at 
the  bottom  by  a  cast  cherub's  head;  at  the  top, 
the  handle  is  joined  to  the  cup  by  a  'rat-tail' 
brace.  The  thumb  piece  is  quite  uncommon — a 
cast  ornament  designed  as  two  dolphins  support- 
ing a  mask.  If  this  tankard  was  not  produced  in 
the  seventeenth  century,  it  must  have  been  made 
in  the  first  few  years  of  the  eighteenth;  for  it 
bears  in  three  places  the  hallmark  used  by  John 
Coney  until  about  1705:  a  heart  enclosing  his 
initials,  /  C,  above  a  tiny  fleur-de-lis. 

Coney  was  one  of  the  ablest  early  silversmiths 
in  Massachusetts.  The  town  of  Boston  was  less 
than  fifty  years  old  when  he  took  up  his  trade. 
John  Hull  was  probably  his  master.  In  the  course 
of  Coney's  forty  years  of  silvcrsmithing  his  work 
equalled — some  say  surpassed — that  of  his  con- 
temporaries, including  his  brother-in-law,  Jere- 
miah Dummcr,  and  Timothy  Dwight.  Among 
Coney's  pupils  was  a  young  immigrant  from 
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(Right).  One  of  the  finest  surviving  Neo- 
Sumerian  sculptures  of  date  c.  2100  B.C.,  this 
head  of  Gudea  is  on  loan  to  the  Virginia  Museum 
of  Fine  Arts  from  the  Boston  Museum. 


France.  Paul  Revoire.  father  of  the  American 
patriot.  Paul  Revere. 

That  this  tankard  should  reach  its  final  resting 
place  in  the  Worcester  Art  Museum  is  particular- 
ly appropriate,  as  it  is  an  heirloom  handed  down 
across  the  generations  in  the  family  of  the  founder 
of  the  museum.  Stephen  Salisbury  III.  The  early 
American  silver  collection  of  the  museum, 
alreadv  excellent,  is  strengthened  by  this  addition. 
Until  todav  the  museum  did  not  own  an 
example  by  Coney. 


Thirty-Three  Years  President 

LEHIGH  University.  Bethlehem,  Pennsylvania, 
announces  a  gift  of  nineteen  paintings  bequeathed 
by  Mrs.  Eugene  Grace,  wife  of  the  late  president 
and  board  chairman  of  the  Bethlehem  Steel 
Corporation.  The  pictures,  a  house  collection  ot 
Old  Masters  acquired  early  in  the  twentieth 
century,  sparklingly  reflect  the  taste  of  the  time. 
British  eighteenth-centuiy  portraits  were  then 
much  in  fashion:  also  Dutch  seventeenth- 
century  landscapes,  a  scattering  of  Barbizon 
painters,  and  certain  European  and  American 
artists.  The  British  section  of  the  Grace  bequest 
comprises  eleven  canvases:  a  Reynolds,  a 
Gainsborough,  a  Raeburn,  a  Romney,  and  works 
by  Hoppner,  Bcechey  and  Daniel  Gardner.  Two 
British  iuneteenth-century  sporting  pictures  are 
included.  Two  Dutch  landscapes  are  character- 
istic examples:  Fisherman  drawing  in  the  Xct,  by 
Solomon  Ruysdael,  and  Landscape  with  Foot- 
bridge over  a  Stream,  by  Hobbema.  Among 
Barbizon  works  are  a  'feathery'  Corot,  a 
brilliant  Cazin,  and  a  fine  little  Daubigny.  In 
addition,  there  is  an  excellent  portrait  of  a  lady, 
by  Goya,  and  a  poetic  landscape  from  the  brush 
of  the  American  artist,  George  Inness.  These 
acquisitions  handsomely  enlarge  the  collection 
of  paintings  now  owned  by  the  university.  They 
stand  as  a  striking  and  happy  memorial  to 
Eugene  Grace,  one  of  the  ablest  American 
business  men  of  his  day  and  who  served  Lehigh 
University  as  president  of  its  board  of  trustees  for 
thirty-three  vears. 


(Below).  Another  loan  to  Virginia:  a  French 
fourteenth-century  12J  in.  high  ivory  Madonna 
and  Child,  from  the  Nelson-Atkins  Museum. 


(Above).  Also  on  temporary  loan  to  Virginia:  a 
third-century  B.C.  bronze  17}  in.  high  South 
Etruscan  urn.  From  the  Walters  Gallery. 

Americans  Like  Their  Museums 

IN  1958  a  total  of  3,947,365  persons  visited  the 
largest  art  museum  in  America :  the  Metropolitan 
in  New  York.  Vast  numbers  also  visited  the 
Philadelphia  and  Los  Angeles  museums,  the  Art 
Institute  of  Chicago,  the  National  Gallery  in 
Washington,  and  other  art  galleries  throughout 
the  United  States.  The  Rev.  C.  J.  McNaspy, 
writing  in  the  weekly  magazine,  America, 
recently  published  a  few  comparative  statistics 
on  attendance  at  American  and  European  art 
museums.  His  statistics  make  interesting  reading : 
The  Paris  Louvre  reported  for  the  year  1,671,000 
visitors,  American  tourists  included.  London's 
British  Museum  had  an  attendance  of  752,826, 
less  than  the  number  of  visitors  at  Detroit's 
Institute  of  Fine  Arts;  the  Rijksmuseum  in 
Amsterdam  had  490,426,  considerably  less  than 
New  York's  Museum  of  Modern  Art;  the 
museum  of  the  Hague  had  148,145,  less  than  the 
museum  in  Houston,  Texas.  What  this  American 
activity  means  has  not  yet  been  deeply  studied. 
But  one  thing  is  certain.  American  interest  in  the 
arts  is  growing  so  fast  you  might  say  it  is  just 
begiiming. 
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An  exceptionally  shallow  early  Sheraton 
secretaire  bookcase   in  finely  figured 
mahogany.  Circa  178-5. 

Height  91  inches 
Length  38  inches 
Depth  18  inches 


An  early  Regency  mahogany  writing 
table  retaining  its  original  finely  cast 
gallery  and  mounts.  Circa  1800. 

Height  29  inches 
Length  44  inches 
Depth  24  inches 
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SOTHEBY'S 

Founded  1744 

announce  the  Sale  on  Wednesday,  19th  April,  of 

FINE  ENGLISH  WATERCOLOURS 
AND  EIGHTEENTH  CENTURY  PAINTINGS 


J.  R.  COZENS  Castel  Gandolfo,  Lake  of  Albano  14J  x  20J  inches 


JAMES  POLLARD      The  Last  Run  of  the  Newcastle  to  Edinburgh  Royal  Mail  coach      I6J  x  26J  inches 
Illustrated  Catalogue  (12  plates)  6s.  Od.  Plain  Catalogue  6d.  Post  free. 


SOTHEBY  &  CO.,  34  &  35  NEW  BOND  STREET,  LONDON,  W.l 

Telephone:  Hyde  Park  6545  Telegrams:  Abinitio,  Wesdo.  London 

AMERICAN  REPRESENTATIVES:  SOTHEBY'S  OF  LONDON  LTD.,  717  Fifth  Avenue,  New  York  22 
Telephone:  P\aza  8-2891  Telegrams:  Abinitio,  New  York 


SOTHEBY'S 

Founded  1744 

announce  the  Sale  on  Monday,  24th  April  and  following  day,  of 

THE  HIGHLY  IMPORTANT  COLLECTION  OF 
EUROPEAN  PORCELAIN  (Part  II) 

the  property  of 

the  late  OTTO  and  MAGDALENA  BLOHM,  of  Hamburg  and  Caracas 


A  group  of  Chelsea  scent  bottles  and  bonbonnieres;  also  a  Chelsea  needlecase,  5£  inches  (centre). 


Illustrated  Catalogue  (48  plates,  4  in  colour)  £2.  Plain  Catalogue  2/6  Post  free. 

SOTHEBY  &  CO.,  34  &  35  NEW  BOND  STREET,  LONDON,  W.l 

Telephone:  Hyde  Park  6545  Telegrams:  Abinitio,  Wesdo,  London 

AMERICAN  REPRESENTATIVES:  SOTHEBY'S  OF  LONDON  LTD.,  717  Fifth  Avenue,  New  York  22 

Telephone:  Plaza  8-2891  Telegrams:  Abinitio,  New  York 


HARVEY  &  GORE 

LTD. 


C. 1750 


4  BURLINGTON  GARDENS,  LONDON,  W.l 

Hyde  Park  2714 


An  exceptionally  fine  early  George  I  Silver  Coffee  pot.  London  1715. 
Probably  by  Joseph  Ward.  Capacity  over  1  pint.  Height  8J  inches. 


BANKERS  since  181 2 

Messrs.  Coutts  &  Co. 
Strand 


Antique  Jewels,  Old  English  Silver,  Enamels,  etc. 


Valuations  for 
Probate,  Insurance 
and  Division 


D  M.  (j  E 


LONDON 

69  Upper  Berkeley  Street 
Port  man  Square,  W.  1 

Telephone:  PADdington  6595 
Cables:  Vivantique,  London 


MANHEIM 

Member s  of  The  British  Antique  Dealer i'  Association  Ltd. 
and  Art  and  Antique  Dealers'  League  of  America 


NEW  YORK 

46  East  57th  Street 
New  York  22,  N.Y. 

Cables:  Vivantique,  New  York 


A  RARE  SET  OF  ELEMENTS  IN  BOW  PORCELAIN 

Very  fine  modelling  and  colour  is  shown  in  these  4  figures  representing  'Air', 'Fire',  'Water'  and 
'Earth'  (the  latter  marked  with  the  Anchor  and  Dagger  in  red).  On  high  rococo  bases  they  stand 

approximately  11  inches  high  and  are  circa  1765. 


Please  Note 

CHANGE  OF 
LONDON 
*  ADDRESS 

69  Upper 
Berkeley  Street, 
Portman  Square, 
W.l 


THE 

HALLSBOROUGH 
GALLERY 


Finest  Examples  of  Old  Masters 
also 

XIX— XX  century  French  Paintings 


20  PICCADILLY  ARCADE,  LONDON,  S.W.I 

Telephone:  GROsvenor  1923 
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23  GRAFTON  STREET  LONDON  W.J. 


LOUIS       XV-XVI       PARQUETRY  TABLE 

height  2  ft.  3  in.,  width  i  ft.  4  in.,  depth  12  in. 

ESTABLISHED  1884  telegrams  blairtique.  piccy,  london 

Memben  of  The  British  Antique  Dealers'  AuotittioH  Lid. 
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BIGGINS  GALLERY 


MODERN  MASTERS 


ILLUSTRATED  BOOKS 


MARC  CHAGALL 

FABLES  DE  LA  FONTAINE 
Original  etchings  hand 
painted  over  by  the  Artist. 
Example  No.  83/85. 
Signed  by  the  Artist. 


JACQUES  VILLON 

LES  BUCOLIQUES  DE  VIRGILE 
Original  lithographs  on 
papier  Japon  nacre  with  one 
suite  in  black  and  one  in 
colours.  Each  lithograph 
of  both  suites  signed  by 
the  Artist. 

Example  No.  XIX/XXIV. 


GEORGE  BRAQUE 

THEOGONIE 
Original  etchings  on 
papier  d'Auvergne. 
Signed  by  the  Artist. 
Example  No.  86/150. 
And  separate  original 
etching  of  cover. 
Signed  BT  G.  Braque. 


PABLO  PICASSO 

LE  CHEF-D'OEUVRE  INCONNU 
Unique  edition  illustrated 
throughout  with  original 
hand  coloured  crayon 
drawings  by  the  Artist  and 
specially  bound  by 
Creuzevault. 


30  OLD  BOND  STREET,  LONDON,  W.l 

Hyde  Park  0795 
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GEORGE  III  EPERGNE 


An  attractive  Epergne  standing  only  13"  high. 
By  T.  Powell,  London.  George  III.  1765.  Weight  115.25  02s. 


ASPREY  &  CO.  LTD.  165/169  NEW  BOND  STREET  •  LONDON  W1  •  Telephone :  HYDe  Park  6767 


DC 


BY  APPOINTMENT  ANTIQUARIES  OK 
CHINESE  WORKS  OF  ART 
TO  H.M.  THE  KING  OF  SWEDEN 


BLUETT  &  SONS 


Two  earhy  Chinese  pottery  figures  found  in  a  tomb  in  Northern  China. 
T'ang  period  A.D.  618-906.  Height  7  inches. 


POTTERY  figures  of  the  T'ang  dynasty  are  distinguished  by  the  insistence  ol  the  makers  on  naturalistic 
representation.  In  this  respect  they  bear  little  or  no  resemblance  to  contemporary  and  earlier  stone  sculp- 
tures; these  are  usually  intended  to  serve  a  religious  purpose  and  as  such  are  fashioned  in  a  more  enduring 
material  than  those  made  for  the  tomb.  Furthermore  the  funerary  models  are  essentially  domestic  in  nature  and 
expression;  their  purpose  is  to  represent  in  material  form  persons,  animals  and  objects,  familiar  to  the  departed 
during  his  life-time,  and  suitable  to  accompany  his  material  soul  during  its  terrestrial  journeyings.  Thus  we  find 
tombs  furnished  with  unmounted  horses  intended,  presumably,  to  represent  the  late  owner's  favourite  mount, 
processions  of  equestrians — his  personal  retinue — dancing  girls  and  household  orchestras,  and,  in  the  case  ol  one 
who  was  probably  a  farmer,  models  of  his  farm  outbuildings  and  animals. 

The  lively  little  ladies  in  our  illustration  are  seemingly  engaged  in  some  useful  household  duties. 


48  Davies  Street,  Brook  Street,  London,  W. 

Telegrams:  Chineieram  Wesdo,  London  I  elephone :  M  WHIK  401 


THE    LEFEVRE  GALLERY 


PAINTINGS 
OF  LONDON 
by 

BERNARD 
BUFFET 

March  9-30 


Telephone: 
Mayfair  2250 


The  Tower  of  London  (32  x  51  inches) 

30    BRUTON    STREET,   LONDON,  W.I 


Cables: 
Drawings,  London 
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A  faded  mahogany 
Hepplewhite  serpentine 
commode  with  unusual 
veneered  top. 
Maximum  length  46  in., 
depth  24  in.,  height  33  in. 


BY  APPOINTMENT 
ANTIQUE  DEALERS  TO  THE  LATE  QUEEN  MARY 


MALLETT 

MALLETT  &  SON  (ANTIQUES)  LTD.,  40  NEW  BOND  STREET,  LONDON  W.  1 .  TELEPHONE  MAYFAIR  4527  AND  6738/9 
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THOMAS  LUMLEY  ltd. 


3  BURY  STREET,  ST.  JAMES'S 

LONDON,  S.W.I  WHITEHALL  4732 


A  GEORGE  III  SILVER-GILT  SOUP  BOWL 
BY  EMES  &  BARNARD       LONDON  1809 


PRIDES  0/ LONDON  LTD 

Members  of  The  British  Antique  Dealers'  Association  Ltd. 


Tel:  BELgravia  3080 


179/180  SLOANE  STREET,  S.W.I 


HAIM 

Tel:  MAYfair  6300 

31  Brook  Street 
London,  Wi 


FINE  OLD  ENGLISH 
NEEDLEWORK  RUG 

6x6  feet 


Also  large  stock 
Fine  Aubusson  Carpets  and  Rugs 
of  various  sizes 

Specialists  in  Fine  Quality 
PLAIN  WILTON  CARPETS 
pastel  shades 
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Tessiers 

LTD. 


FOUR  GEORGE  III  CANDLESTICKS 
by  JOHN  SCHOFIELD,  London  1779,  weight  75  nunc-, 
and  a  pair  of  contemporary  Old  Sheffield  Plate  Branches 
by  MATTHEW  BOULTOX. 


26  New  Bond  Street         London,  W.  1 

Telegrams:  Tessierite,  Wesdo,  London  Telephone:  May/air  0458 
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WILLIAM  WALTER  (Antiques)  LTD. 

(Office  on  right  hand  of  entrance  to  London  Silver  Vaults) 

LONDON  SILVER  VAULTS,  CHANCERY  HOUSE,  CHANCERY  LANE 

Telephone:  Chancery  3248  LONDON  W.C. 2  Telegrams:  Walter  Silvavults  London 


ANTIQUE  SILVER 
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Set  of  four 
Antique  Silver  cast  Candlesticks 
Date  1765 

Made  by  Ebenezer  Coker 
of  London 

Weight  72  or.  I2dwt. 


Our  large  and 
Antique  Silver 
Plate  ■  always 


Old 


4 
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Members  of  The  British  Antique  Dealers'  Association  Ltd. 


MANN  &  FLEMING  (ANTIQUES)  LTD. 

Members  of  The  British  Antique  Dealers'  Association  Ltd. 

Vf^  ^^^^^  5 

^  ANTIQUES 
^V7^  -  DECORATIONS 


ANTIQUES 


DECORA  TIONS 


Satinwood  Pembroke  table 
lovely  faded  colour 
45  inches  across 


120B  MOUNT  STREET,  LONDON,  W.l 


GROsvenor  2770 
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California  Still  Life 


Oil,  22  X  25 


RAIMONDS  STAPRANS 


O'HANA  GALLERY 

13  CARLOS  PLACE    GROSVENOR  SQUARE    LONDON  W.l 

Grosvenor  1562 


*IARCH  15-APRIL  I 

OIL  PAINTINGS  BY 

y  arrangement  with  his 

XCLUSIVE  REPRESENTATIVES  IN  THE  U.S.A. 

MAXWELL 

(jJlffefaad  ■  55/Sutin  Stout  Sat  Jjtamta  2-gayfutd/5W 


Zht  £tmb(t.0tt»  of  ^ililuc|i|*o<mc 


"Oldbrick,  fair  Suckler  of  my  Youth . . ."  Who  said  this,  of  Schweppshire's  Uni- 
versity town?  Oldbrick  lies  at  the  heart  of  what  is  now  a  thriving  industrial  centre, 
and  if  there  are  few  angles  from  which  a  general  impression  can  be  gained,  a  good 
telescopic  photograph  such  as  this  is  perfectly  possible  from  the  radar  station  on 
Bore's  Hill.  Notice  that  Oldbrick  has  its  traffic  problem,  especially  where  Corny 
and  Squeeze  debouch  onto  the  High  (sometimes  affectionately  known  as  the  Posi- 
tively Stinking).  But  above  the  old  colleges  display  the  charm  of  the  local  stone, 
which  weathers  so  effectively  that  it  does  not  always  actually  stand  up -the 
famous  facades  of 'The  Sides'  are  now  permanently  supported  by  scaffolding, 
though  this  is  of  a  Gothic  type.  The  problem  of  the  new  science  block  of  All 
Keys  (pronounced  Caius)  College  of  Explanation  (an  I.C.Y.  Group  foundation) 
has  been  solved  by  a  building  in  Extravert  Waterpipe,  beautifully  re-interpreting, 
in  contemporary  terms,  the  gargoyle  theme  of  the  deflection  of  running  water. 

The  camera  caught  the  tower  of  Old  Cyril  on  a  morning  in  May  Week  (really 
June)  when,  pleasing  link,  the  carols  are  sung  by  the  last  living  choristers  of  an 
ancestral  University,  not,  now,  at  dawn,  but  after  elevenses.  Famous  in  Oldbrick 
literature  is  its  river,  never  quite  wide  enough  for  rowing,  but  always  preserving 
its  bank,  traditionally  set  aside  for  those  who,  by  a  system  of  tests,  are  allowed 
to  walk  about  in  rowing  clothes. 

Written  by  Stephen  Potter;  designed  by  George  Him 


SCHWEPPERVESCENCE     LASTS     THE     WHOLE     DRINK  THROUGH 


ue  furniture 
and  European 
rks  of  Art 


Pair  of  unglazed  pottery  figures  of 
Warriors  in  coat-of-mail,  holding  shields 
ornamented  with  Tao'tieh  masks,  decor- 
ated in  buff  pigment.  Height  20  inches. 
Wei  Dynasty,  A.D.  386-557. 


anin 

OF   MOUNT  STREET  LTD 
LONDON 


8 


n2  Mount  Street 


Telephone:  Crosvcnor  2858  LONDON,    W.  I  Cables.  BARGRO,  london 


Fine  quality  Sheraton  mahogany  writing  desk  with  tambour  shutter.  4  feet  wide 


HARRODS 

ANTIQUE  GALLERIES,  THIRD  FLOOR 
Member  of  The  British  Antique  Dealers  Association 

HARRODS  LTD  KNIGHTSBRIDGE  LONDON  SWI  Td  SLOane  1234  Cables  EVERYTHING  HARRODS  LOND 
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inifreb  Williams  (Antiques) 


Telephone: 
EASTBOURNE  780 

Cables: 
ANTIQUITY,  Eastbourne 


A  rare  and  interesting  Bowl, 
the  interior  painted  with  five 
coloured  'chinoiserie'  figures 

Diameter  6^  inches 
Circa  1745 
Crossed  swords  mark 
Perfect 


Colour  films 

on  request 


38  SOUTH  STREET,  EASTBOURNE,  SUSSEX 


i 


I  u  1 1 1 J  (  iTIjTTTTT  ft 


A  small  Mantelpiece  supported  on  Irish  Green 
marble  Columns,  from  Muntham  Court,  Sussex. 
5  ft.  10  in.  overall. 


$ratt  Sc  purged 

LIMITED 

Members  of  The  British  Antique  Dealers  Association 

MELTON  COURT 
7  OLD  BROMPTON  ROAD,  LONDON,  S.W.7 

Kensington  8501 

OLD  ENGLISH  FURNITURE 
CHIMNEY  PIECES 


Pratt  and  Burgess  have  a  large  collection  of  mantelpieces 
of  the  eighteenth  century  periods,  in  carved  marble  and 
wood,  suitable  for  the  smaller  town  or  country  house. 


I 


XXI 


C.  T.  LOO  &  C 

FAR  EASTERN  ART 

48  Rue  de  Courcelles 
PARIS 


IE 


41  East  57th  Street 
NEW  YORK 


MARTIN  &  Co.  Ltd.  of  CHELTENHAM 

GOLDSMITHS  AND  SILVERSMITHS  SINCE  1806 


1708 

John  Sutton 

Promenade 


1724 

Geo.  Wickes 


1728 
Sarah  Parr 


CHELTENHAM 


1693 

PR  in  Cypher 

Telephone  2821 
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BY  APPOINTMENT 
DEALERS  IN  ANTIQUE  FURNITURE  AND  WORKS  OF  ART 
TO  THE  LATE  QUEEN  MARY 


M.  Harris  &  Sons 


ESTABLISHED  1868 


44/52  New  Oxford  Street,  London  W.C.i 

Telephones:  Museum  2121,  2122  Telegrams:  Artisonne  Phone  London 


A  fine  gilt  oval  mirror  in  the  manner  of 
James  Goodison  (1727-1767)  with  orig- 
inal gilding  and  boldly  carved  decoration 
measuring  4  ft.  x  2  ft.  9  in. 


DENYS  WREY  Ltd 

Members  of  The  British  Antique  Dealers  Association 

45  SLOANE  STREET,  LONDON  S.W.I 

Telephone:  BELgrazia  1813/4 


Period  Furniture     Works  of  Art 
Expert  Restoration  of  Antiques 

WE  ARE  ALWAYS  ANXIOUS  TO  BUY  FINE  ENGLISH  ANTIQUE  FURNITURE 


THE  SECOSD 


MIDLAXD  AXTIOUES  FAIR 

Patron  The  Right  Honourable  the  Lord  Leigh 


Tuesday  April  25th 
to  Saturday  April  29th 
1 1  a.m.  to  9  p.m.  each  day 
Admission  3,  6d. 
including  Handbook 

All  exhibits  pre- 1860 

Furniture  pre- 18  30  »  (  ,      j  ,     )   (  i  l 

Every  piece  for  Sale  ^* — *  /  <T  4^h^\  (_ 
Stands  replenished  Daily  ^^/^  | 

1 

ss     CHESFORD  GRANGE.  KEMLWORTH.  WARWICKSHIRE  § 

&  § 

~sy.jy.jy  sy'Ss  sy  ss>jy'jy'jy'jy>ss>jy'/s.sy  ss'  rs  sy  sy^yy-ys'Ss'-O-'S/'/ssj  sy  sy  y  sy ys*Jy^sy*/y'Jy'Sy</y'Sy--'yyy-sy* 


RALPH  GOX 


THE  CLOCK  VENDOR 
Tole 

Height  14  inches 
Early  190)  Century 


Telephone 
22463 


G.  N.  DAWNAY 

(Fine  Arts) 

Specialist  in  the 
Finest  and  Rarest  in 
English  and  Welsh  Ceramics 


108  Penylan  Road,  CARDIFF 

Telephone:  Cardiff  36888 


Private  residence 
By  appointment 


REQUIRED 

Nineteenth  Century  seal  in 
the  <hape  of  gilt  wheel  with 
seals  round  it  in  coloured 
stones,  handle  also  of  stone 

as  shown  in  illustration 


Please  send 
photograph 
if  possible 


Mrs.  Sophia  Viana 
Lista,  44,  1 
Madrid 
Spain 
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BERENDT  ANTIQUES  LIMITED 

Member  of  The  British  Antique  Dealers  Association 

67  DUKE  STREET,  GROSVENOR  SQUARE 

LONDON,  W.i 

Telegrams:  Firoart,  Phone,  London  Telephone:  Mayfair  0929 


SYDNEY  L  MOSS 

Fine  Old  Chinese  Ceramics 
and  Works  of  Art 


Dne  of  a  Pair  of  fine  Chinese  porcelain  Ginger 
Jars,  decorated  with  rare  Court  Game  subjects 
in  the  Famille  Verte  palette.  K'ang  Hsi  Period. 
Overall  height  1 1  inches.  In  perfect  state. 


Established  1910 


MAYfair  4670 


81  DAVIES  STREET 
LONDON,  W.I 


GREGORY  &  CO. 


(BRUTON  STREET)  LTD. 


ESTABLISHED  1823 


27  BRUTON  ST.,  BERKELEY  SQUARE 
LONDON,  W.l 


TELEPHONES: 
MAYFAIR  2608/9/0 
MAYFAIR  2066 


ANTIQUES 

FURNITURE 
UPHOLSTERY 
CUR  TAINS 
CARPETS 


TELEGRAMS: 
GREGCO.  WESDO 
LONDON 


BUILDING 
ELECTRICAL  UORKS 
DECORATIONS 
H  E  A  TING 
VALUATIONS 


A  fine  faded  mahogany  Sofa  Table. 

Length,  full  extent  4  ft.  10  in. 
Length  with  leaves  closed  3  ft.  1  in. 
Depth  2  ft.  2  in. 

Original  handles.  Oral  1795. 

A  pair  of  fine  quality  white  marble 
and  ormolu  urns.  Circa  1795. 
Height  13  inches. 
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AMBROSIUS  BOSSCHAERT  the  Younger 

Panel  24k  x  I6h  inches.  Signed 


INCLUDED  IN  THE  FORTHCOMING  SPRING  EXHIBITION 

APRIL  13th -MAY  6th 

OF  THE 

ALFRED  BROD  GALLERY 

36  Sackville  Street       LONDON,  W.l 

Telephone:  Regent  7883 


A* 


Fine  quality 
18th  Century  three- 
pillar  Mahogany 
Dining  Table, 
beautifully  figured  tc 
of  faded  colour,  with 
two  leaves 


FULLY  EXTENDED 
WIDTH      .     .  • 


15'  10 

4'  2 


T.  CROWTHER  &  SOI* 

(T.  CROWTHER  &  SON.  LTD.) 

282  NORTH  END  ROAD 
FULHAM,  LONDON,  S.W.6 

Telephone:  FULham  I37S-7 
Cable  Address:     ANTIQUITY.  LONDON 


HI  IPPOIN  I  Ml  N  I 
ANTIQUE  DEALER 
TO  H.M.  QUEEN 
ELIZABETH  l  ill 
QUEEN  MOTHER 


BY  APPOINTMENT 
ANTIQUE  DEALER 
TO  THE  LATE 
QUEEN  MARY 


Valuations  for  Probate, 
Insurance  and  Division. 


A  George  I  plain  Teapot  by  Thos.  Tearle,  London  1726. 
An  Example  from  our  Collection  of  Early  English  Silver 


Telephone:  MA  Yfair  6261  &  6262 


KNOEDLER 

Established  1846 

Old  and  Contemporary  Masters 


LONDON 

34  St.  James's  Street 
S.W.i 


NEW  YORK 

14  East  57th  Street 
N.Y.22 


PARIS 

22  Rue  des  Capucines 
2e 


The 

House  of  Perez 

Internationally 
Famous  Jor  Fine  Carpets 


FINE  OLD  DAGESTAN  PRAYER  RUG 
Size  5  feet  X  4  feet.  Ref.  No.  50273 


Perez  (London)  Ltd. 

Member  of  the  B.A.D.A. 

112  and  168  BROMPTON  ROAD 
LONDON,  S.W.3 

Telephones:  KENsington  9878,  9774  &  191  7  only) 
Telegrams:  CARPEREZET 

Also  GLASGOW,  BRISTOL  &  AMSTERDAM 
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HOWARD  PHILLIPS 

for  fine  glass 


11a  Henrietta  Place 
LONDON,  W.l 


XXXI 


CAMEO  CORNER 


LTD 


17th  Century  Spanish  enamelled  Gold  Pendant  with 
the  Virgin  in  blue  and  white  robes.  Set  with  Crystals 
(Actual  size  8  cm.  X  5  cm.) 


26  MUSEUM  STREET 
LONDON,  W.C.  1 


Tel:  MUScum  (1401 
Closed  all  day  Saturday 


Pair  German  parcel-gilt  silver  beakers 
Stralsund,  c.  1600 
5J  inches  high 


i6c  Grafton  Street,  W.i 

Telephone:  Hyde  Park  1597 
Antique  English  and  Continental  Silver  ■  Old  Sheffield  Plate 
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Portrait  of  Frances,  Marchioness  of  Granby 
oil  painting  by 
ALLAN  RAMSAY 
171 3-1784 

canvas  size  29  X  24  inches 

Wearing  a  yellow-«reen  embroidered  dress  with  a  train  and  brown 
fur  collar  and  white  lace  cuff,  also  a  pearl  necklace  and  white  how. 

From  the  Collection  of  Colonel.  W.  D.  B.  Thompson,  dso.,  mc,  td..  DL. 

LEGGATT  BROTHERS 

ESTABLISHED  1820 


30  ST.  JAMES'S   STREET,  LONDON,  S.W.i 

Telephones:  Whitehall  3772  and  3252  Cahlcs:  Lc-gg.ibros,  Piccy,  London 


LONDON         C      T     CHRI  IRSIOT  F         NEW  YORK 

43  Museum  Street  •      J  •  HvVJ  LlJV/LL  104  East  57th  Street 


43  Museum  Street 
W.C.1 
HOLborn  2712 


LTD. 

.New  York  Antique  &  Art  Dealers  Association 


104  East  57th  Street 
New  York  City 
Plaza  3-8920 


ANTIQUE  SILVER 


George  II  Cake  Basket  1749 
Makers:  PETER  ARCHAMBO 
(apprentice  to  Paul  Lamerie) 
and  PETER  MEURE 

15£  inches  wide 

Weight  85  oz.  6  dwt. 


Our  varied  stock  is 
always    of  interest 
to  the  discriminating 
buyer 


London  Showroom  one  minute 
from  the  British  Museum 


156 

BROMPTON  ROAD 
LONDON  S.W.3 

KJENsington 
5272  &  3793 


SPECIALISTS  IN 
ENGLISH 
AND 
CONTINENTAL 
CERAMICS 
OF  THE 
18th  CENTURY 


EASTERN 
PRINCE 
by 

J.  J.  KAENDLER 

MEISSEN 
c.  1755 

7j  inches  high 


Members  of  The  British  Antique  Dealers  Assn. 


HENRY  SPENCER 

 &  SONS  ==ee^=== 

ESTABLISHED  1840 

Eric  C.  Spencer,  M.B.E.,  M.A.  (Cantab),  F.R.I.C.S.,  F.A.I. 
Rupert  W.  Spencer,  M.A.  (Cantab),  F.A.I. 
H.  Michael  Spencer,  F.R.I. C.S.,  F.A.I. 
I    V1.  Sesmour.     W.  E.  Peck,  F.A.I.     Harry  C.  P.  Spencer,  A.A.I. 

of  RETFORD,  Nottinghamshire 

Sales  by  Auction 
of  the  Contents  of  Mansions  and  Country  Houses 


Sales  of  Landed  Estates  and  Properties 


20  The  Square,  RETFORD,  Notts. 

Telephone :  (j  1  -2 

4  Paradise  Street,  SHEFFIELD  1 

Telephone:  2^206  (2  lines) 

91  Bridge  Street,  WORKSOP,  Notts. 

Telephone :  1347-8 


VALUATIONS  FOR  ALL  PURPOSES 
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An  exceptionally  fine  Chippendale  double  sided  mahogany  desk. 
5  feet  wide  X  4  feet  deep. 


SPECIALISTS  IN  FINE  BOOKCASES 


R.  F.  LOCK 

Member  of  The  British  Antique  Dealers'  Association  Ltd. 

152  BROMPTON  ROAD,  LONDON,  S.W.3 

Telephone:  Kensington  3221 
SEVERAL  BREAKFRONT  BOOKCASES  IN  STOCK 


Two  views  of  a  magnificent 
Greco-Roman  porphyry  figure. 
Overall  height  of  figure  7  inches 


Carved  cannel  coal   bust  of  Henry  VIII. 
English,  early  sixteenth  century;  in  fine  state. 
Height  14  x  10  inches  wide 
(height  includes  the  wooden  socle) 
(A  bust  like  this  is  in  the  British  Museum) 


MONTAGUE  MARCUSSEN 

98  CRAWFORD  STREET,  LONDON,  W.l 

Paddington  3051 


(Member  of  the  British  Antique  Dealers'  Association  Ltd.) 

70  SOUTH   AUDLEY  STREET 
LONDON,  W.I 

Telephone:  HYDe  Park  5288 

(and  at  36  HIGH  STREET,  OXFORD)       Telephone:  Oxford  4197 


FINE  TAPESTRIES,  SAVONNERIE  and  AUBUSSON 
CARPETS,  NEEDLEWORK  and  BROCADES 


ENGLISH  and  FRENCH  FURNITURE 


A  Coula  Prayer  Rug.  Turkish  circa  1700.  Size  5  ft.  / ;  in.  X  4  ft.  1  in. 


N.  BLOOM  &  SON  LTD 


15  NORTON  FOLGATE  BISHOPSGATE 
LONDON  E.1         PHONE:  BIS.  1587 


ESTABLISHED  IN  THE  CITY  FOR  NEARLY  FIFTY  YEARS 
DEALERS  IN  FINE  ANTIQUE  SILVER 


GEORGE  III 
SOUP  TUREEN 

1764  by  william  cafe 
Capacity  2  quarts 
size  16  inches  wide 
weight  108  ounces 
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THE  FINEST 
COLLECTION 
OF  ANTIQUE 
PEWTER 
IN  THE 
COUNTRY 


W$t  #lb  Winter  ^>f|op 


(CHARLES  CASIMIR, 


.\  lemhei  •>{  The  British  Antique  Dealers'  Association  Ltd. 


142  BROMPTON  ROAD,  LONDON,  S.W.3    Tel:  Kensington  7370 


EARLY  OAK 
FURNITURE, 
ANTIQUE  BRASS 
CHANDELIERS 
AND  FENDERS 
ALWAYS  IN 
STOCK 


WOULD  BE  PLEASED 
TO  PURCHASE 
PIECES  SIMILAR 
TO  THOSE  ILLUSTRATED 


HOWA R  D 


8  DAVIES  STREET 
BERKELEY  SQUARE 
LONDON  W.l 


A  small  ormolu 
mounted  Louis  XVI 
Secretaire  of  olive- 
wood,  tulipwood  and 
kingwood. 

Depth  13  inches, 
height  50  inches, 
width  28  inches. 

STAMPED  P.  PIONIEZ 


GALERIE  INTERNATIONALE 
D'ART  CONTEMPORAIN 

PAINTINGS  AND  SCULPTURES 


PARIS,  1" 

253.  RUE  SAINT-HONORE 
Tel:  Opera  32.29 

BRUXELLES,  1 

44,  BD  DE  WATERLOO 

Tel:  72.09.79 
11.28.67 

ZURICH,  1 

NUSCHELERSTRASSE  31 
Tel:  25  17  48 


Mathieu 

Guiette 

Compard 

Degottex 

Dangelo 

Corbero 

Viola 

A.  Pomodoro 
G.  Pomodoro 


In  the  front  line  of  contemporary  art 
ARTISTS  OF  FAME  AND  PROMISE 
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ANTIQUE  SILVER 


William  III  Monteith  Bowl  by  Thomas  Boulton,  Dublin  1701-2.  Ornamented 
with  vertical  concave  flutes,  movable  rim,  the  border  of  which  is  moulded  and 
scalloped,  applied  Mask  swing-handles,  the  Bowl  rests  on  a  gadroon  concave 
foot.  Perfect  Hall-Marks.  Height  9  inches,  diameter  12  inches,  weight  89  ounces. 


Set  of  George  II  Candelabra  and  Candlesticks,  by  John  Hamilton  and  Robert  Calderwood,  Dublin  1736-7. 
Cast,  fluted  and  engraved,  they  are  of  exceptional  quality  and  beauty,  and  have  been  on  Loan  Exhibition  to 
the  National  Museum,  Dublin.  Height  of  Candelabra  16  inches,  width  of  branches  13  inches,  height  of 

Candlesticks  10  inches,  weight  192  ounces. 

from  the  Collection  of 

LOUIS  WINE  lid 

Fine  Art  Dealers,  Jewellers  and  Silversmiths 

31  &  32  GRAFTON  STREET,  DUBLIN 


Kstablished  1840 


Tel:  Dublin  73865 


Members  of  The  British  Antique 
Dealers'  Association  Ltd. 


ESTABLISHED  1866 


BIGGS 

MAIDENHEAD 


Six  Showrooms  of  Antique 
Furniture  and  Silver 


Open  all  day  on  Saturdays 


Fine  pair  of  Hepplewhite  commodes  of  serpentine  outline,  very  finely  decorated  in  various  woods  with  "marbleized"  wood  tops.  Circa  1770. 
Formerly  in  the  collection  of  Lord  Leverhulme.  Height  2  ft.  11  in.,  width  3  ft.  10  in.,  max.  depth  1  ft.  11 J  in. 
One  of  the  commodes  is  fitted  with  drawers,  the  other  with  shelves. 

26,  28,  30,  32  HIGH  STREET,  MAIDENHEAD,  BERKSHIRE  tel.  0  lines)  »3,  ws-w* 


CHARLES  WOOLLETT&  SON 


(Members  of  The  B.A.D.A.  Ltd.) 


Fine  Diamond  Pendant  Watch,  pierced  diamond  cover 
mounted  in  a  semi-circular  panel  with  diamond  set  winder* 
l)  flower  and  leafage  drops,  supported  by  twin  diamond 
flower  chains,  fleur-de-lys  top.  All  platinum  mounted. 
( Photo  nrtual  size.)  (formerly  The  Property  of  H.R.H. 

THE  PRINCESS  ROYAL.) 

59/61  WIGMORE  STREET,  LONDON,  W.I 

Established  1889  Phone:  Welbeck  8664 


DAVID  BLACK  &  SONS 

1  Bl RLINGTON  GARDENS 
NEW    BOND     STREET,  W.I 


have  on  exhibition  and  for  sale  one  of 
the  most  carefully  chosen  collections  of 
Antique  English  and  Continental  Silver, 
Objets  de  Vertu  and  fine  Works  of  Art 
in  Great  Britain  and  America. 

We  are  always  desirous  of  purchasing 
for  cash   any   of  the  aforementioned 
Works  of  Art. 

•fa  We  especially  wish  to  purchase  West 
African,  Inca  and  Mexican  Primitive 
Sculpture  and  Works  of  Art  in  Gold, 
Ivory,  Bronze,  viz.  Figures,  Busts 
and  Masks. 


Telegraphic  Address: 
DAVIBLACK,  LONDON' 


Telephone: 
HYDE  PARK  3851 


and 


MR.  BERNARD  BLACK 

1062  MADISON  AVENUE,  NEW  YORK  21 
Telephone:  TRAFALGAR  9-2171 
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The  Engagement  Ring 
by 

LEON  Y  ESCOSURA,  1872 

Panel:  15.}  x  20]  inches  (39  X  51  cm.) 
Framed:  20  x  25  inches  (51  X  63  cm. 


M.  NEWMAN  LTD 

Established  lfi7()  Member!  of  The  British  Antique  Dealers' Association  Ltd. 

43a  Duke  Street,  St.  James's,  and  1/3  Ryder  Street,  London,  S.W.I 

Telephone:  WHIlehall  6068/9  Telegraphic  Address  SEW  PIC,  PICCT  LOXDO.V 


XLI 


J-L.  FOR.AIN       La  Loge  de  la  danseuse 
watercolour  17  x  I  If  inches 


THE  REID  GALLERY 

Watercolour s,  pastels  and  drawings 

by 

19th  and  20th  Century  French  artists 

March  16  th  -April  15  th 

23  CORK  STREET 
LONDON,  W.I 

Telephone:  Regent  6961 


J.&W. 
TWEED 


A  small  Regency  cabinet 
in  maple:  original 
brass  grilles; 
2  ft,  4  in.  wide 
6  //.  5  in,  high. 


408/410 
LEEDS  ROAD 

BRADFORD.  3 


TEL.  23223 


MEMBERS  OF  THE  BRITISH  ANTIQUE  DEALERS'  ASSOCIATION  LTD. 


WALTER  EXNER'S  magnificent  study 

HIROSHIGE 


Hiroshige's  fame  rests  largely  upon  his  remarkable 
skill  as  a  landscapist.  It  is  impossible  to  estimate 
with  accuracy  the  number  of  designs  he  made  for 
woodcuts;  it  is  believed  that  over  8,000  were 
printed.  Of  those  that  survived,  some  are  well 
known  in  Europe,  but  many  of  the  45  colour 
designs  illustrated  in  this  magnificent  book  are  now 
made  generally  available  for  the  first  time.  Hiro- 
shige's  world-famous  series  are  well  represented, 
with  plates  from  the  Six  Tamagawa,  Fifty-three 
Stages  of  the  Tokaido,  Eight  Famous  Views  of  Omi, 
and  many  others. 

With  his  concise  and  informative  text  Walter 
Exner  provides  an  essential  accompaniment  to  the 
plates,  with  details  of  the  artist's  life  and  a  survey  of 
the  Tokugawa  period.  There  are,  too,  some  lively 
extracts  from  Hiroshige's  own  diary.  Dr.  Werner 
Speiser,  Professor  of  Far  Eastern  Art  at  the  Uni- 
versity of  Cologne,  has  written  an  introduction  to 
this  valuable  record  of  Hiroshige's  work.  63s 


BQ 


THE  CONNOISSEUR,  April,  1961 


XXII 


BY  APPOINTMENT  TO 
HER  MAJESTY  THE  QUEEN 
GOLDSMITHS  &  CROWN  JEWELLERS, 
GARRARD  &  CO.  LTD.,  LONDON 


Pair  of  Candlesticks, 

height  8^  inches,  engraved 
monogram. 

date  :  William  and  Mary  i  694 


Tankard  and  Cover, 

height  6 1  inches. 

date  :  William  and  Mary  1 690 

maker:  I.S.  (Jackson 

2nd  edition  page  142) 


Garrard  &  Co.  maintain  one  of  the  most  interesting  collections  of  antique 
silver,  jewellery,  and  clocks  in  London.  The  connoisseur  will  find  much  to 
interest  him  at  "112". 

GARRARD  &  CO.  LTD. 

Crown  Jewellers 

112  REGENT  STREET    •    LONDON    •    VV.l    •    TELEPHONE:  REGENT  3021  (11  lines) 
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BRACHER  &  SYDENHAM 


A  Fine  George  III  Soup  Tureen,  1811 
by  PAUL  STORR 

Diameter  1 1  inches 

Weight  187  ounces 


Established  1790 

Telephone:  53724 


QUEEN    VICTORIA    STREET,    READING,  BERKS 


Antiques,  Furniture 

and  Works  of  Art 

PACKED  & 

SHIPPED 

to  all  parts  of  the  World 

OVERSEAS  HOUSEHOLD  REMOVALS 

GANDER  &  WHITE  LTD. 

Head  Office: 

25  CHEVAL  PLACE,  BROMPTON  ROAD,  LONDON  S.W.7 


Telephone: 

KNIghtsbridge 

0646-8 


'Happy  and  kumfi 
I  shall  be 
Gander  &  While 
him  packee  me' 


Packing 
Warehouse: 

Empress  Place,  Lillie  Road,  S.W.6.    Telephone:  FULham  0309 


DUITS 


LTD. 


Finest  examples 
of 

ijth  century  Dutch  Masters 


6  DUKE  STREET 

ST.   JAMES'S,    LONDON,  S.W.i 

Telephone  :  Whitehall  744° 
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The  CONTENTS  of  the 
MAY,  1961,  issue  of 
The  Connoisseur 

will  include  the  following  articles  — 

The  Connoisseurship  of  the  Mount  Trust 
Collection  of  Chinese  Art 

It  is  one  thing  to  amass  works  of  Chinese  art — another 
to  collect  them  with  discrimination,  taste  and  restraint. 
These  virtues  have  made  this  what  many  consider  the 
finest  small  collection  in  Britain.  It  is  described  by 
Peter  C.  Swarm,  of  the  Oxford  University  School  of 
Oriental  Studies. 

A  Clodion  Discovery 

An  exquisite  and  previously  unrecorded  terracotta 
relief  in  the  Viezzoli  Collection,  Genoa,  illustrates 
Clodion's  style  at  a  vital  time  in  his  career.  The  details 
are  told  by  Andreina  Griseri,  Italian  art  historian  and  a 
regular  contributor  to  the  annual  [November)  Italian 
number  of  The  Connoisseur. 

English  Architectural  Drawings  in  Some 
American  Collections 

Resulting  from  his  recent  visit  to  America,  John  Harris, 
of  the  Department  of  Drawings,  The  Royal  Institute 
of  British  Architects,  London,  reveals  for  the  first  time 
the  extent  of  some  of  the  important  eighteenth  century 
architectural  drawings  in  the  collections  at  the  Metro- 
politan and  Cooper  Union  Museums,  the  Avery 
Architectural  Library  and  the  Pierpont  Morgan 
Library. 

Bowden  Park,  Wiltshire 

Until  recent  years  the  Bowden  Park  that  James  Wyatt 
built  in  1796  had  lapsed  into  bad  repair — until  Mr.  and 
Mrs.  Donald  Scott  acquired  it  in  1954,  and,  in  restoring 
it,  made  Bowden  a  model  of  convenient,  logical 
planning.  The  article  is  by  Ralph  Edwards,  author  of 
The  Dictionary  of  English  Furniture,  Georgian  Cabinet 
Makers,  et  alia,  lately  Keeper  of  the  Department  of 
Woodwork,  the  Victoria  and  Albert  Museum. 

The  Museums  of  Europe — 2 

Cologne  has  no  fewer  than  ten  museums.  The 
Connoisseur  has  selected  the  Kunstgewerbemuseum, 
which  is  housed  in  the  Eigelsteintorburg,  one  of  the 
mediaeval  gateways  to  the  city,  because  of  the  clever 
way  in  which  its  art  objects  are  displayed. 

Contemporary  Painting  and  Sculpture 

Alec  Clifton-Taylor,  art  historian  and  lecturer,  des- 
cribes and  illustrates  his  choice  of  modern  painting  and 
sculpture  for  an  enlightened  Education  Authority 
(Leicestershire). 

Including,  also,  a  number  of  other  articles,  and  regular 
features  such  as  International  Saleroom,  The 
Connoisseur  in  America,  etc. 


of  BRIGHTON 


ON   I,  SUSSEX 


Chairs  in  mahogany, 
comprising  two  arm 
Circa  1785. 


Telephone:  BRIGHTON  26712 
Cablet  &  Telegrams:  TREMAR,  BRIGHTON 


Arthur  Churchill  Ltd 


Wine  Glasses  with 
coloured  twist  Stems. 
English  c.  1765 


We  also  have  in  stock 
a  fine  Selection  of 
other  18th  Century 
Drinking  Vessels 


Tel:  Pad.  0154 


22-32  Harrow  Road,  London,  W.2 


Cables:  Churglas,  London 


Sil 


ver 


HICKLENTON  &  PHILLIPS 
90  CHEAPSIDE,  London  E.C.2 

Member  of  The  British  Antique  Dealers'  Association  Ltd. 


By  Appointment  lo  Her  Majesty  The  Queen  Manufacturers  Of  Silver  Polishes  J.  Goddard  &  Sons,  Ltd. 


YOUR  FINE  ANTIQUES 
DESERVE  GODDARD'S  CARE 

Goddard's  Cabinet  Makers  Wax,  perfected  by  England's  leading 
specialists  in  the  care  of  fine  antiques,  is  the  most  effective  polish 
you  could  wish  for.  Its  rich  beeswax  content  actually  feeds 
woods  and  leathers  which  helps  prevent  drying  and  cracking  .  .  . 
shines  to  a  beautiful  deep  lustre.  And  it's  freshly  scented  with 
lavender  or  lemon  verbena,  has  no  unpleasant  'polish  odor'  at  all. 

J.  GODDARD  &  SONS  Ltd. 

LEICESTER         •  ENGLAND 
U.S.A.  OFFICE:   299   MADISON    AVENUE,   NEW  YORK   17,  N.Y. 
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The  Expression  of  Individuality 

Fitted  furniture  provides  the  ideal  expression  of  personality 

in  the  home,  and  Built-in  Furniture  Limited  are  specialists  in  the 

design  and  execution  of  such  requirements. 


In  every  scheme,  elegantly  tailored  furniture,  incorporating  every 
special  feature  the  owner  desires,  becomes  possible  through 
skilled  design  and  meticulous  craftsmanship. 
A  folder  giving  fuller  details  of  this  service 
is  available  on  request. 

The  Company  is  also  pleased  to  contract  for  complete  home  dkor,  including  soft  furnishings 


built-in 


furniture  limited 


Wigmore  House,  1 16  Wigmore  Street,  London  W.i.  Telephone:  WELbeck  6849/6840 
Showrooms  at  Wigmore  Street  and  at  461  Finchlcy  Road,  N.W.3.  Telephone:  HAMpstead  1827 
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A.  FREDERICKS 

(CHELSEA)  LTD 

26^-267  Fulham  Road 
London  SW3 

Flaxman  2188 


Wish  to  Purchase 
Eighteenth  Century  English  Furniture 
Jor  the  Home  and  Export  Markets 


Established  181  ~ 


Head  office: 


oi-q<?  CHARTERHOUSE  STREET.  LONDON,  E.C.i 

also  at  :  LIVERPOOL  -  MANCHESTER 
SOUTHAMPTON  -  BELFAST  -  PARIS 
NEWCASTLE  -  GLASGOW  -  TORONTO 
NEW  YORK     -     MONTREAL     -  ETC. 

Packers  -  Shippers  -  Insurers 
Custombrokers        -        Travel  Agents 
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LTD. 


138  REGENT  STREET,  LONDON,  W.  1 

AND  AT  LLANDUDNO 

t 


A  FINE  ENGLISH  GEORGE  II  GOLD  BOX, 
the  lid  superbly  chased  with  a  mythological  scene, 
bearing  the  initials  of  the  maker,  Henry  Miller. 
London  1750-51 


H.  W.  KEIL,  LTD. 

Member  of  The  British  Antique  Dealers'  Association  Lid. 

Telephone:  Broadway  2108       BROADWAY  WORCS. 

€l)t  finest  Selection  of  I7uj— IStlj  centttrp  jfurmhtre  in  tlje  He£t  of  Cnglanb 


TUDOR  HOUSE,  BROADWAY,  open  weekdays,  Sundays  by  appointment 

Our  showrooms  comprise  manv  rooms  carefully  arranged  with  fine  furniture  of  all  periods,  each  piece  chosen 
for  quality  and  colour.  For  the  collector  there  are  outstanding  examples,  and  for  those  wishing  to  furnish 
inexpensively  but  with  «ood  quality,  we  can  offer  the  best  selection  and  most  comprehensive  choice. 


129-131  Promenade 

CHELTENHAM 

Telephone:  2C09 


an 


d  at 


Knockhundred  House 

MIDHURST  (W.  Sussex) 

Telephone:  133 


Grosvenor  Gallery 

15  Davies  Street     London  W.1 

Tel:  Mayfair  2782    Hyde  Park  3314    Cable  address:  Sevenartz  London 


Modern 

British 

French 

Italian 

Masters 

Open  Daily  10.00-6.00      Saturday  9.30  - 1.00 


;  Antique  Silver 

HARRY 

:  Sheffield  Plate 

CHERNACK 

Antique  Jewellery 

of  Edinburgh 

85  ROSE  STREET  •  PHONE  CAL  3038 

Member  of  The  British  Antique  Dealers  Association 

*  ! 
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GARDEN  ORNAMENTS  •  PANELLED  ROOMS  •  WORKS  OF  ART 
MANTELPIECES      •      WROUGHT  IRONWORK      •      ANTIQUE  FURNITURE 


I  wish  to  purchase  old  mantelpieces  and  garden  ornaments 


GEORGE  IH 
Silver  gilt  Warwick  Vase  on  Stand,  by 

PAUL  STORR 

London  1820 
240  ounces 
height  1 7£  inches 


I.  FREEMAN  &  SON 

LIMITED 


LONDON 

1 8  Leather  Lane  E.G.I 
Holborn  4633 


NEW  YORK 

12  East  52nd  Street 
Plaza  9-6900 


Collections  or  single  items  purchased 


DUVEEN 

Masterpieces  of 

PAINTING       SCULPTURE  PORCELAIN 
FURNITURE  TAPESTRIES 

GOTHIC       •       RENAISSANCE       •       EIGHTEENTH  CENTURY 

DUVEEN  BROTHERS  Inc. 

18  EAST  79  STREET 
YORK  21,  N.Y. 
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HENRI  LEBASQUE  (c.  1923) 


Mel* 


STADTWALDGURTEL  32 


COLOGNE 


(Illustrated  catalogue  free  on  request) 


Christchild,  terracotta,  polychromed,  Workshop 
of  Desiderio,  Florence,  late  XV  Century,  ex  coll. 
Dworzak,  Czechoslovakia 


Turkish  (Isnik)  Jug,  polychrome  on 
blue  background,  XVI  Century. 
Height  8  J  inches 


Monk  of  the  Cistercian  Order,  from   the  altar 
frontal.  Cloister  of  Poblet,  Southern  French,  2nd  half 
of  the  XIV  Century,  alabaster.  Height  ioi  inches 


EDWARD   R.  LUBIN    17  East  64th  Street,  NEW  YORK  21,  N.Y. 


WORKS  OF  ART 


INC. 


University  1-3649 


Cables:  ARTWORKS 


Ivory  with  coat-of-arms  of  the  Bavarian 
Electors,  by  the  Zick  family,  Numberg, 
circa  1630.  Height  10  inches 


Gothic  polychromed  Ivory  Casket, 
French,  early  XV  Century. 
Length  7  inches 


Ivory  Group,  Hercules  and  the  Ncmcan  Lion, 
German  (probably  Nurnbcrg),  XVII  Century. 
Height  6(  inches 


I  III 


SPECIALIST  IN  EUROPEAN  PERIOD  CARPETS 


AUBUSSON 
SAVONNERIE 
NEEDLEPOINT 


1ST 


Nineteenth  Century  Savonnerie,  3x4  metres, 
Louis  XV  decor,  cream  ground  with  pale  blue 
medallion  and  polychrome  decoration 


CATAN 

129  AVENUE  DES  CHAMPS-ELYSEES 

PARIS 


PHONE  BAL  41-71 


The  photographs  show  just  a  portion  of  our  large 
and  varied  stock,  which  includes  furniture,  Georgian 
silver,  old  Sheffield,  chinaware,  lamps,  barometers, 
fireplace  equipment,  and  decorative  accessories. 
Doughty  Birds  and  Hand-made  Silver  Julep  Cups  are 
a  specialty. 

The  'latch-string'  on  our  front  door  is  always  out, 
and  we  welcome  a  visit  from  you,  whenever  you 
are  travelling  in  this  part  of  the  countrv. 


Wakefield-Scearce  Galleries 


DIRECT  IMPORTERS 


Old  Science  Hill  Chapel 


Shelbyville,  Kentucky 


on  the  main  road  (U.S.  60)  between  Louisville  and  Lexington 
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PARKE-BERNET  GALLERIES  Inc 

980  MADISON  AVENUE     •     NEW  YORK  21 

Public  Auction  Sale  April  7  and  8  at  1.4J  p.m. 

NOTABLE  QUEEN  ANNE  AND 
CHIPPENDALE  FURNITURE 

BRITISH  XVIII  CENTURY  PAINTINGS 

OBJECTS  OF  ART  ■  DECORATIONS  ■  RUGS 

Belonging  to  the  Estate  of  the  hate 

LILLIAN  S.  WHITMARSH 


New  York 

Fine  English  furniture  of  the  XVIII  century  includes 
Queen  Anne  and  Early  Georgian  walnut  armchairs, 
writing  tables,  bookcases,  chests  of  drawers,  also 
several  wing  armchairs  and  other  pieces.  A  Chippen- 
dale marquetry  bombi  commode,  richly  mounted  in 
ormolu,  and  a  Chippendale  marquetry  serpentine 
commode,  also  mounted  in  ormolu,  both  from  the 
Lord  Leverhulme  collection,  are  among  the  import- 
ant examples  in  the  sale;  also  'some  Hepplewhite 
furniture  and  Georgian  and  Adam  wall  mirrors.  A 
small  group  of  French  furniture  includes  fauteuils, 
bergeres,  and  a  secretaire  a  abattant  by  Pierre  Macret 
(M.E.  1758) ;  and  among  the  decorations  are  a  pair  of 
superb  rock  crystal  chandeliers. 
Valuable  Georgian  silver  features  a  gilded  silver 
toilet  service  by  Francis  Heme  and  Nicholas  Butty, 
1760;  candlesticks,  covered  cups,  porringers,  a 
monteith  bowl,  a  hot-water  kettle  on  stand,  and 
other  table  ware. 


Sold  by  Order  of  the  Executors 

Outstanding  among  the  paintings  are  Mrs.  Turner  of 
Clint,  Gen.  Charles  Vernon,  Edward,  ninth  Duke  of 
Somerset  and  Miss  Popham,  all  by  Reynolds;  Mrs. 
John  Williams  of  Gweryllt,  and  Portrait  of  a  Lady  in 
White,  by  Lawrence;  The  Stirling  Family,  an  import- 
ant conversation  piece  (56  X  34  inches),  by  Beechey; 
portraits  of  A  Young  Boy  and  A  Young  Girl  from  the 
Glen  Coats  collection,  by  Morland;  Venice,  Grand 
Canal  and  The  Doge's  Palace  by  Marieschi ;  and  other 
works  by  Zoffany,  Russell,  Cotes  and  Roslin. 
The  sale  also  offers  Meissen  and  Chelsea  porcelains; 
Chinese  single-color  and  decorated  porcelains,  jades 
and  Oriental  rugs. 

it 

On  View  from 
April  1 


Illustrated  Catalogue  $2 

Available  in  London:  DAWSON'S  OF  PALL  MALL,  16  Pall  Mall,  SWi 
Paris:  PIERRE  BERES,  14  Avenue  de  Friedland 
Zurich:  EMIL  HARTMAN,  Limmatstrasse  285  or  apply  direct 
PARKE-BERNET  GALLERIES,  Inc  Cable:  PARKGAL 
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NEWHOUSE 

HAT  T  FRTF<\ 

ESTABLISHED  1878 

FINF  PATNTINfi^ 

■  IB  ■ 

Venus  et  L* Amour 

by 

FRANCOIS  DE  TROY 

1645-1 730 
c8£  x  inches 

i$  EAST  f7th  STREET,  NEW  YORK, 
N.Y. 

Smith  &  Watson 

20  EAST  55th  ST.,  NEW  YORK  22       PLAZA  3-1462 

(Texas   Rep.:  Ellouise  Abbolt,  503  Hathaway,  Houston  6,  Texas) 


We  have  recently  produced 
examples  of  fine  French  furniture. 
This  Louis  XVI  armchair  is 
meticulously  carved  in  fine  detail, 
exemplifying  the  ivork  of 
master  18th  century  craftsmen. 


BROCHURE  ON  REQUEST 


LAING 


Old  Masters 
Krieghoff  and  the  Early  Canadians 
Contemporary  Canadian 

British  and  French  Paintings 
Modern  Sculpture 


Galleries:  194  Bloor  St.  W.,  Toronto 
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*  DECORATING 

"IT  "T^  T    From  imported  panelled  walls  to  antique 
1  bibelots,  French  &  Company  provides 

complete  rooms  of  authentic  distinction. 
T~"\T^  "¥""\r  I  II  "T"    Whatever  you  seek,  be 
viy  J    1  p    \~     I     |    I     it  an  entire  room,  a  sin- 

gle  objet  d'art  or  a  cre- 
ative decorating  idea.  French  &  Company  is  eminently 
qualified  to  fulfill  your  quest  


FRENCH  &  COMPANY  inc. 


MADISON  AVENUE  AT  T6TH  STREET,  NEW  YORK 


THE  BRITISH  ANTIQUE  DEALERS  ASSOCIATION 


THE  WORLD'S  BIGGEST  BUYERS 


Discerning  buyers  and  sellers  appreciate  the  many  advantages  of  dealing  with 
members.  The  1961  edition  of  the  booklet,  giving  the  names  and  addresses  of 
over  five  hundred  established  dealers  in  antiques  and  works  of  art  who  are 
members  of  the  Association,  will  be  published  shortly.  Copies  price  5  /- 
each  post  free  ($1  in  the  U.S.A.)  will  be  forwarded  on  application  to  the 

Secretary  at 

The  British  Antique  Dealers  Association 

No.  20  RUTLAND  GATE,  LONDON,  S.W.7 

Telephone:  Kensington  4128  and  2102 
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RESTONE  and  PARSON 

Boston,  Massachusetts  CO  6-1858 


AN  IMPORTANT  SILVER  CUP  WITH  COVER 

BY  PAUL  DE  LAMERIE    1717 

HEIGHT  —  10  INCHES 


BY  APPOINTMENT 
TO  H.R.H.  THE  DUKE  OF  EDINBURGH 
MEDALLISTS 


SPINK  &  SON  LTD. 


EST.  1772 

5,  6,  7  King  Street,  St.  James's,  London,  S.W.I 

Cables:  SPINK,  LONDON  Telephone:  WHITEHALL  5275  (5  lines) 


TRIBUTE  TO  THE  BRITISH  ANTIQUE  DEALER —  18 


This  boldly  and  finely  carved  wood  doorway,  of  date  c.  1740,  has  been  acquired  by  the  Victoria  and  Albert  Museum  from  Mr.  Bert 
Crowther  of  Isleworth,  Middlesex.  As  can  be  seen,  the  cresting  is  carved  in  bold  relief  with  swags  of  flowers  and  a  female  mask 
issuing  from  a  sun-ray  ornament,  with  a  continuous  design  of  acanthus  scrolls  to  the  frieze,  which  is  flanked  by  bold  relief  figures 
of  winged  cupids  from  which  issue  other  decorative  motifs.  It  is  10  ft.  high,  7  ft.  6  in.  wide. 


Each  month  'The  Connoisseur'  illustrates  an  important  work  of  art  which  a  British  antique 
dealer  has  sold  or  loaned  to  a  museum  or  public  institution  either  at  home  or  abroad. 


(Above).  From  the  south  east,  as  seen  across  the  O'Garncy  River  which  is 
tidal.  Throughout  the  Middle  Ages  and  until  the  end  of  the  eighteenth 
century  Bunratty  stood  on  an  island  and  was  only  approachable  by  a  track 
from  Six-Mile-Bridge.  Its  position  commanded  all  the  mediaeval  traffic 
by  water  to  Limerick,  the  gateway  to  the  south-west  of  Ireland.  The  keep 
is  the  finest  of  its  class  in  Ireland. 


(Below  left).  The  north  solar,  or  the  Earl's  private  apartment.  This  is  one 
of  a  range  of  bedroom,  great  solar,  and  Chapel  above  the  north  end  of  the 
Great  Hall.  Solar  and  Chapel  have  a  communicating  hatch,  through  which 
occupants  of  the  former  could  see  Mass  being  celebrated  or  receive  Com- 
munion. The  Tudor  screen  consists  of  plank  panelling.  The  polychromed 
group  of  the  Virgin  and  Child  is  fifteenth  century. 


(Below  right).  The  great  vaulted  hall  (48  ft.  high)  looking  towards  the 
dais  and  high  table.  The  oak  roof  has  been  copied  from  a  fifteenth-century 
example  at  Dunsoghly  Castle,  Co.  Dublin.  In  the  centre  the  smoke  from 
the  fire  escaped  through  a  louver  in  the  roof  similar  to  that  at  Penshurst. 
It  has  its  own  chapel,  buttery  and  kitchen,  and  staircases  to  the  upper  floors 
ascend  from  it. 


RIGHT 

From  the  south.  The  rooms  at  the  top  of  the  south  towers  and  the  room 
above  the  arch,  which  is  early  fifteenth  century,  were  added  in  the  second 
half  of  the  reign  of  Queen  Elizabeth  I  in  the  time  of  the  'Great  Earl' 
of  Thomond. 


Photography:  A.  F.  Kersting 


L.  G.  G.  Ramsey 


A  mediaeval  Irish  castle  assumes  its  former  splendour 

BUNRATTY  RESTORED 


THOSE  most  prolific  builders  of  private,  fortified  strong- 
holds, kings  and  feudal  lords,  were  not  only  conscious  of 
selecting  sites  of  strategic  importance  but,  whether  they  intended 
it  or  not,  scores  of  their  castles  have  certainly  achieved  perpetuity. 
This  was  never  achieved  by  the  mound-castle,  or  timber  con- 
structed palisade,  that  Duke  William's  men  demolished  by  fire  at 
Dol  and  Rennes  in  the  Bayeux  Tapestry.  In  fact,  most  of  the 
castles  which  the  Conqueror  hastily  erected  as  a  means  of  sub- 
jugating the  English  were  temporary  constructions.  His  castle  at 
York  was  ordered  in  the  summer  of  1068  and  was  finished  and 
garrisoned  with  500  men  before  the  winter.  Another  structure 
was  completed  in  eight  days. 

To  be  aii  attraction  to  visitors  today  a  castle  must  have  tficaning. 
However  beautifully  situated  or  maintained,  a  roofless  ruin  has 
none  of  the  attraction  of  a  mediaeval  building  which  has  been 
carefully  restored  and  made  to  live  again  for  the  architectural  and 
educational  instruction  and  interest  of  all  who  visit  it. 
Restoration  of  such  a  building  is  an  engaging  but  costly  exercise 


in  mediaevalism.  Yet  it  has  been  carried  out  with  conspicuous 
success  in  Ireland — at  Bunratty  Castle,  Co.  Clare.  It  was  bought 
some  seven  years  ago  as  a  ruin  by  Viscount  Gort.  Thereafter,  in 
collaboration  with  the  Irish  Government's  Office  of  Public 
Works,  and  Mr.  Percy  Le  Clerc  the  Inspector  of  National  Monu- 
ments in  particular,  Lord  Gort  has  since  taken  the  wholly  worth- 
while project  of  recreating  and  restoring  Bunratty  a  good  deal 
further  than  Lord  Curzon  ever  did  at  Bodiam.  Here,  at  Bunratty, 
which  is  now  an  Irish  National  Monument,  is  the  first  castle  in 
Britain  or  Ireland  to  be  restored  to  its  original  fifteenth-  sixteenth- 
century  condition  without  making  further  additions.  In  this,  and 
especially  in  the  're-furnishing'  of  this  great  feudal  home,  the 
Irish  authorities  have  also  been  fortunate  in  having  the  help  and 
scholarly  advice  of  Mr.  John  Hunt,  one  of  the  best  known 
mediacvalists  in  Europe  and  now  honorary  Curator  of  the 
castle.  Bunratty  in  this  jet  age  of  1961  is,  in  fact,  a  tribute  to  all 
concerned — although  much  work  still  requires  to  be  done — and 
in  the  first  year  that  it  was  opened  30,000  visitors  went  to  see  it. 

continued  on  page  78 
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(Above).  From  this  south  tower  can  be  seen  the  meandering 
O'Garney  River,  the  wide  reaches  of  the  Shannon  with 
across  the  river,  the  grim  silhouette  of  Carrigogunnel 
Castle,  and  the  Kerry  Mountains  beyond. 


(Left).  Standing  in  the  'Main  Guard',  the  furnishings  of  whid 
are  mainly  sixteenth  century,  is  this  carved  oak  'History  ol 
St.  Hubert',  Rhenish,  late  fifteenth-century :  at  left  during  hi 
vision,  at  right  as  Bishop  of  Liege. 


(Facing).  The  high  table  in  the  Great  Hall  of  the  Earls  o: 
Thomond,  with  furnishings  of  the  period  of  Bunra try's 
heyday.  The  tapestries  are  sixteenth  century  and  the  p  las  to 
decoration  above  the  window  of  the  time  of  the  'Greal 
Earl',  who  beautified  the  castle  in  Queen  Elizabeth's  reign. 
The  stained  glass  is  from  Lord  Gore's  collection  and  is  mainly 
sixteenth  century. 


(Below).  Bunratty  Castle  as  it  looked  when  acquired  by 
Lord  Gort  and  before  restoration. 


Here,  too,  the  Irish  are  shrewd  in  matters  of  tourism.  Shannon 
International  Airport  is  four  miles  away,  and  it  is  made  easy  for 
any  air  traveller  with  time  to  spare  to  visit  a  castle  whose  first 
chronicled  history  reaches  back  to  the  middle  of  the  thirteenth 
century. 

The  fourth  and  present  castle  was  built  in  1440  (about  100  years 
after  the  destruction  of  de  Rokeby's  short-lived  stronghold)  by 
Maccon  MacSioda  Macconmara,  Chief  of  Clann  Cuilein,  and 
completed  by  his  son,  Sean  Finn,  who  died  in  1467.  Bunratty 
remained  in  their  hands  until  about  1500  when,  either  through 
marriage  or  by  conquest,  it  became  the  property  of  the  O'Briens, 
the  famous  family  who  owned  many  castles  in  Thomond.  On  the 
accession  of  Donach  O'Brien,  the  'Great  Earl',  extensive  changes 
were  made  to  the  structure  of  the  castle.  Later,  during  the  great 
Rebellion  which  began  in  1641,  Bunratty  was  the  chief  seat  of 
Barnaby,  the  6th  Earl,  and  in  1646  Parliamentary  forces  occupied 
it;  Admiral  Penn,  father  of  the  founder  of  Pennsylvania,  being 
the  defender  of  the  castle  at  the  time.  After  a  fierce  siege  by  the 
Irish  Confederates  Penn  surrendered  and  sailed  away  with  his 
ships  to  Kinsale.  The  O'Briens  never  again  occupied  the  castle, 
and  no  further  military  or  other  incidents  disturbed  its  peace. 

Bunratty,  occupying  a  strategic  position  for  1,000  years  and 
once  an  important  town,  has  slumbered  for  a  time.  Now  it  is 
again  assuming  a  new  importance,  showing  to  Ireland's  friends 
from  the  Western  World  and  Europe  a  glimpse  of  the  history 
that  has  made  Ireland  what  she  is. 


ABOVE 

The  'Main  Guard',  the  living  room  of  the  Earls  retainers. 
Doors  lead  to  the  dungeons  and  captain's  quarters. 


FACING 

(Above).  Part  of  the  Chapel,  which  has  a  finely-decorated 
late  sixteenth-century  ceiling.  The  centre  of  the  triptych  is 
Antwerp  School  and  the  wings  Swabian,  late  fifteenth 
century,  as  is  also  the  carved  wood  and  polychromed  figure 
of  St.  Sebastian.  The  rare  iron-bound  coffer  is  thirteenth- 
century  and  can  be  compared  with  a  similar  example  (from 
Herford,  Westphalia)  in  the  Berlin-Dahlem  Museum. 


(Below).  The  Chapel  is  also  decorated  with  bunches  of  grapes, 
emblematic  of  the  Holy  Eucharist.  To  the  right  of  the  altar: 
an  aumbry  which  held  the  Chalice  and  Communion  vessels, 
and  a  fine  fifteenth-century  piscina  with  quatrefoil  basin.  The 
altar  cross  is  Irish,  late  fifteenth  century,  the  chalice,  paten 
and  oak  lectern  of  the  same  period. 
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English  and  other  Needlework  Tapestries 
and  Textiles 


IN  THE  IRWIN  UNTERMYER  COLLECTION 


THE  appearance  of  Volume  IV  (Messrs.  Thames  &  Hudson, 
London,  jCg  9s.  od.)  of  the  Catalogue  of  Judge  Unter- 
myer's  Collection  is  a  major  event.  Here  is  an  unrivalled  series  of 
needlework  pictures  built  up  from  almost  every  collection  dis- 
persed during  the  last  forty  years. 

The  great  value  of  the  catalogue  lies  in  its  introduction  and  text 
by  Dr.  Yvonne  Hackenbroch,  and  it  concludes  with  a  devastat- 
ingly  complete  bibliography  of  every  exhibition  and  known 
magazine  article  on  English  embroidery.  Dr.  Hackenbroch, 
continuing  the  studies  in  the  Needle  and  Bobbin  Club  of  New 
York  Bulletin,  analyses  the  designs  and  traces  the  sources  of  the 
pictures.  But  first,  to  identify  some  patterns  on  small  items  of 
costume,  coifs,  forehead  cloths,  gloves  and  even  a  pair  of 
Georgian  shoes,  she  tantalises  us  by  reproducing  drawings  from 
Thomas  Trevelyon's  commonplace  book  (1608)  (in  the  Folger 
Shak  espeare  Library,  Washington),  which  still  awaits  publication. 

In  the  valance  (No.  1),  probably  the  earliest  of  the  pictures,  we 
meet  something  controversial.  The  embroidery  is  in  tent  stitch 
on  canvas,  with  figures  in  rather  exotic  French  costumes  based 
on  lost  engravings  or  designs  by  some  Flemish  artist,  perhaps 
Philip  Galle.  The  Spanish  devastation  of  the  Low  Countries 
drove  many  artists  from  Antwerp  to  London  in  Queen  Elizabeth 
I  s  time,  and  one  group  of  them  may  have  been  busy  designing 
and  even  embroidering  biblical  scenes,  stories  from  Ovid  and 
other  classical  sources. 

Whether  a  stranger  would  have  dared  to  draw  the  Virgin 
Queen  as  a  child  at  Hatfield  (No.  1)  with  Katherine  Parr  and 
Roger  Ascham,  at  a  time  when  painting  her  portrait  almost 
required  a  licence,  is  very  doubtful,  but  the  grouping  of  the 
figures  docs  not  quite  fit  the  story  of  the  child  Achilles  disguised 
as  a  girl  taken  by  his  mother  Thetis  to  be  brought  up  among  the 
daughters  of  Lycomedes,  or  of  Mordecai  presenting  Esther  to  join 
the  maidens  from  whom  Ahasuerus  would  choose  Vashti's 
successor. 

The  cushion  cover  (No.  2)  though  not  pictorial  is  interesting 
as  being  an  embroidered  version  of  a  knotted  Turkey  work 
design,  and  dated  1601. 


Another  group  of  embroidered  pictures  about  which  much  ha 
been  said  and  no  final  decision  reached  is  that  of  the  portraits  c 
Charles  I.  Dr.  Hackenbroch  has  traced  to  a  rare  engraving  b 
Edward  Bower  (1649)  the  design  (Figure  99,  Plate  65)  of  an  em 
broidery  which  is  to  be  dated  by  its  style  and  stitches.  They  seen 
those  of  a  well-known  group  of  embroidered  'Vandyke'  minia 
tures  of  Charles  I.  But  there  is  another  clue.  If  H.  Hayes,  whi 
signed  this  embroidered  picture  of  the  King,  turns  out  to  be 
London  craftsman  of  the  reign  of  George  II,  the  whole  group  wl 
be  securely  dated. 

Esther  and  Ahasuerus  (No.  5)  are  from  the  top  of  the  needle 
work  casket  formerly  in  the  Percival  Griffiths  Collection.  Th 
colours  are  startlingly  fresh  because  the  casket  has  always  bee: 
kept  in  its  original  leather  case.  At  the  base  of  one  of  its  trays  i 
the  printed  inscription  sold  by  John  Overton  at  the  White  .H or s 
(in  Guiltspur  Street  without  Newgate).  This  proves  tha 
John  Overton,  well  known  as  the  publisher  of  engraved  design* 
also  sold  the  Esther  series,  and,  when  they  had  been  embroidered 
mounted  them  up  for  customers  such  as  Hannah  Smith  whos 
note  about  the  'cabinet'  she  finished  in  1656  is  still  shown  wit! 
it  in  the  Whitworth  Institute,  Manchester. 

The  padded  work  on  these  cabinets  has  been  studied  since  th 
Victoria  and  Albert  Museum  catalogue  appeared  in  1937,  and  th 
term  stumpwork,  once  thought  modern,  has  been  traced  back  t< 
a  phrase  'embroidery  on  the  stamp'  in  an  eighteenth-centur 
dictionary.  The  term  may  yet  be  found  to  be  earlier  than  this 

The  details  from  a  valance  (No.  3)  show  Scottish  desigi 
with  heraldic  animals  at  the  foot  of  trees,  to  be  compare* 
with  applied  work  hangings  from  Linlithgow  Palace  in  th< 
Royal  Scottish  Museum,  Edinburgh.  The  arms  of  Sir  Colii 
Campbell  of  Glenurchy  as  a  Baronet  and  his  wife  Julian. 
Campbell  of  Loudoun  give  a  date  163 1-40  for  this  valance.  {Th 
Connoisseur,  Vol.  CXXXIX,  1957,  pp.  196-200.) 

Among  its  eighteenth  century  furniture  the  Untermyer  Col- 
lection possesses  outstanding  examples  with  embroidery:  j 
Fulham  wool  work  fire-screen  with  a  parrot  (Figure  151);  th 
Irish  tapestry  portrait  of  George  II,  173 1,  by  John  Van  Beave 
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I  (faring  page).  Panel,  21  X  66  in.,  Education  of 
Princess  Elizabeth  (?),  on  canvas  in  coloured  wool 
and  silk,  tent  stitch  withdetails  in  raised  satin  stitch. 
Colours:  shades  of  beige,  brown,  green,  blue,  red. 
English,  last  quarter  of  the  sixteenth  century. 


2  (right).  Cushion,  18  X  19  in.,  signed  and  dated 
N  W  1601,  on  canvas  in  coloured  silk  and  wool, 
braided  and  cross  stitches.  Colours:  on  navy  blue 
ground  some  black,  shades  of  yellow,  green,  blue. 
English,  1601. 

3  (below).  Two  details  from  a  Valance :  the  arms  of 
Sir  Colin  Campbell  of  Glenurchy  (1577-1640)  and 
his  wife  Dame  Juliana  Campbell  of  Loudoun 
Castle,  and  initials  SCC/DIC.  On  canvas  in 
coloured  wool  and  unbleached  linen  thread  and 
cross  stitch.  Colours:  shades  of  beige,  red,  green, 
blue.  Scottish,  first  half  of  the  seventeenth  century. 


Mi 
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(originally  illustrated  in  The  Connoisseur,  September,  1959,  not 
February  as  stated) ;  and  the  intriguing  'French  Entertainment' 
by  Frances  Wood  (Figure  160).  The  latter,  Dr.  Hackenbroch 
ascribes  to  a  lost  engraving  by  Philippe  Mercier;  the  embroidery 
is  in  reverse  and  all  the  people  are  acting  left-handedly.  The  two 
latest  English  pictures  in  the  collection  are  a  copy  of  F.  Wheatley's 
mezzotint  'Cherry  Ripe'  (Figure  161)  and  Rebekah  Baron's 
portrayal  of  Kew  Palace  from  the  lawn  (Figure  162). 

The  foreign  section,  though  much  less  numerous,  has  some 
notable  embroideries,  including  the  French  table  carpet  with  the 
story  of  Gombaut  and  Macee  (No.  4)  almost  as  fine  as  the  Brad- 
ford table  carpet  at  South  Kensington,  with  which  (and  with 
No.  1)  it  may  be  compared  in  order  to  distinguish  the  national 
styles.  Another  fine  table  carpet  (Figure  173)  was  ordered  by 
Mademoiselle  Damoiselle  Le  Francq  in  1606  and  finished  for 
some  civic  group  in  the  City  of  Douai  in  161 1.  In  the  borders  are 
riclily  dressed  ladies  from  'Assiduity'  holding  a  broom,  to  'Isis 
queen  of  Egypt'.  Its  heraldry  would  be  worth  studying. 

In  the  Swiss  section  there  is  'Christ  in  the  Garden',  dated  1569, 
St.  Gall  work  (Figure  223),  and  biblical  valances  from  Zurich  in 
yet  another  style  of  embroidery  (Figure  222). 


In  the  presentation  of  the  catalogue  there  is,  regrettably,  a 
good  deal  to  criticise.  Every  piece  of  embroidery  is  illustrated  but 
instead  of  having  its  own  number,  there  is  an  annoying  marginal 
reference  which  is  easily  confused  with  the  Plates  and  the  intro- 
duction. The  text  entries  also  need  titles  to  identify  the  pictures. 
The  tone  of  the  colour  plates  apart  from  some  reprinted  from 
Vol.  Ill,  is  far  from  satisfactory.  Many  of  them  cannot  have  been 
matched  with  the  originals  even  by  artificial  light.  The  'Musical 
Garden  Party'  (Figure  81)  from  the  Holt  Collection  would  have 
been  illustrated  here  if  the  reproduction  had  been  anything 
approaching  Plate  36  in  the  Lansdowne  House  Exhibition  Cata- 
logue (1929).  Mr.  Graham  Reynolds'  recent  catalogue  of 
Constable's  paintings  shows  what  good  colour  reproductions  can 
be  made  in  England  today. 

However,  taken  all  in  all,  the  Untermyer  Catalogue  will  be 
of  the  utmost  use,  indeed  indispensable,  to  the  student  of  English 
embroidery,  and  its  appearance  should  remind  the  Victoria  and 
Albert  Museum  that  a  catalogue  on  this  scale,  of  tapestries  and 
embroideries  at  Hardwick  Hall,  is  very  badly  needed  and  would 
be  a  most  attractive  volume.  Perhaps  Dr.  Hackenbroch  might  be 
invited  to  write  the  text  for  it. — J.L.N. 
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I  (facing  page).  Detail  of  a  Table  Cover,  with  scenes  from  the  story  of  Gombaut  and  Macee. 
,)n  canvas  in  coloured  silk  and  wool  in  tent  stitch,  the  design  adapted  from  a  series  of  anony- 
mous engravings,  I.ts  Amours  it  Gombaui  it  Made,  published  by  Jean  le  Clerc,  Paris,  about  1585. 


5  (below).  Stumpwork  Casket  (top),  8}  x  15^  X  11]  in.,  Ahasuerus  seated  in  a  tent,  with  Hainan 
ind  Esther.  On  white  satin  in  coloured  silk,  silk  pile,  gold  thread  and  purl,  seed  pearls  and 
isinglass;  satin  and  long-and-short  stitches,  French  knots,  semi-detached  needlepoint  and 
buttonhole  fillings,  darned  silk  pile,  laid  and  couched  work  over  padded  and  raised  details  of 
Jesign;  the  whole  in  its  original  brown  leather  case  with  stamped  gold  design.  Printed  on  the 
sase  of  one  of  the  interior  fitments  is:  sold  by  John  Overton  at  the  White  Horse.  English,  third 
pjarter  of  the  seventeenth  century. 
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THE  PLAT] 


V 


WHEN  considering  the  plate  existing  at  Knole,  Sevenoaks, 
today,  it  is  necessary  to  refer  briefly  to  the  earlier  occupants 
of  this  great  Kent  house.  Having  been  a  private  dwelling,  an 
archiepiscopal  palace,  and  a  royal  residence,  Knole  was  given  by 
Queen  Elizabeth  I  to  her  cousin,  Thomas  Sackville,  in  June,  1566. 
As  it  was  already  let  and  sub-let  actual  possession  was  not  gained 
until  1603,  soon  after  the  queen's  death.  As  Sackville  had  served 
Elizabeth  for  nigh  on  forty-five  years  it  is  not  surprising  to  find 
that  his  own  death  occurred  but  five  years  later.  There  is,  unfort- 
unately, 110  inventory  of  the  plate  he  brought  with  him  to  Knole, 
but  judging  by  the  long  lists  of  jewels  and  plate  in  his  Will  of  165 
pages,  it  is  obvious  that  his  wealth  and  possessions  were  enormous 
— so  great  in  fact  that  if  we  want  to  get  some  idea  of  what  his 
be-je welled  cups,  standing-cups,  standing-salts,  mazers,  cups  of 
assay,  drinking  vessels  and  ecclesiastical  plate  were  like  we  can 
most  profitably  study  the  1574  inventory  of  Elizabeth  I  (Edited 
and  annotated  by  A.J.  Collins,  British  Museum,  1955). 

Yet  by  a  strange  irony  of  fate  Sackville  was  instrumental  in 
incurring  the  most  disastrous  loss  to  England  of  some  of  the  finest 
pieces  of  Tudor  plate  included  in  this  inventory.  In  May,  1604,  as 
High  Treasurer  of  England,  the  Earl  of  Dorset  (as  Sackville  had 
now  been  created)  was  commissioned  by  James  I  to  arrange  a 
peace  with  Spain.  Together  with  four  other  members  he  gave  to 
the  Spanish  commissioners  no  less  than  290  oz.  of  gold  vessels 
including  the  priceless  Royal  Gold  Cup  of  England  and  France. 
After  many  vicissitudes  it  was  acquired  by  the  British  Museum  for 
-£8,000.  Today,  it  is  said  to  be  worth  over  -£100,000.  The  even 
more  famous  Jane  Seymour  basin  and  ewer,  together  with  29,000 
oz.  of  gilt  plate  accounted  for  a  further  loss  of  forty  of  the  finest 
pieces  of  Tudor  treasure. 

Thomas's  eldest  son  Robert  (1 561-1609),  the  2nd  Earl  of  Dorset, 
provides  us  with  no  further  information  on  the  plate  he  inherited. 
But  Robert's  second  son,  Richard  (1588-1624),  the  3rd  Earl  of 
Dorset,  calls  for  a  brief  notice.  So  far,  the  fortunes  of  the  Sack- 
villes  had  been  increasing,  but  now,  in  Richard,  we  come  to  a  man 
who  by  a  life  of  gambling,  dissipation  and  unbounded  extrava- 
gance, not  only  wasted  a  large  proportion  of  his  forefathers 
patrimony,  but  left  debts  to  the  tune  of  £60,000.  In  under  ten 
years  he  had  sold  estates  for  over  £80,000  to  meet  his  expenses, 


1.  Silver  13  in.  high  flagon,  1638-9,  by  RS  over  a  heart.  It  is 
inscribed  F.  Cranfeild,  Countis  of  Dorsett,  her  guift  to  ye 
Church  of  7  Oaks.  Reproduced  by  courtesy  of  the  Rector 
and  Churchwardens  of  St.  Nicholas  Church,  Sevenoaks. 
Photograph  by  George  P.  King,  Sevenoaks. 
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lT  KNOLE-i 


By  the  late  Dr.  N.  M.  Penzer,  F.S.A. 


nit  how  much  plate  was  also  disposed  of  we  cannot  say :  nor  do 
ve  know  if  any  belonging  to  his  unhappy  wife,  Lady  Anne 
Clifford,  had  been  taken  as  well.  However,  in  his  Will  he  left  her 
ixty  silver  vessels  weighing  1,160  oz.,  six  silver  candlesticks 
veighing  128  oz.,  and  three  silver  basins  and  ewers.  The  remainder 
>f  the  plate  went  to  his  brother  Edward,  the  4th  .Earl  (1589/90- 
652). 

It  was  a  sadly  depleted  Knole  to  which  Edward  succeeded.  Not 
mly  were  the  estates  greatly  decreased,  but  those  which  remained 
vere  loaded  with  debts,  and  in  1628  the  total  income  from  Knole 
Jid  Sevenoaks  was  only  .£100  18  6.  For  the  next  twenty-six  years 
he  debts  were  gradually  paid  off,  but  here  again  it  is  not  known 
low  much  plate  was  sacrificed.  As  a  staunch  Royalist  Edward  was 
ed  into  very  great  expenses,  and  his  fidelity  to  the  King  is  said  to 
lave  cost  him  £40,000.  On  5  th  June,  1644,  Dorset  was  assessed  at 
£5,000  and  as  he  had  not  paid  by  12th  July  his  estates  and  goods 
vere  ordered  to  be  seized  and  inventoried.  On  10th  February, 
645,  an  inventory  of  goods  at  Dorset  House  was  made,  but  as 
his  has  not  been  discovered  we  do  not  know  if  the  seized  goods 
ncluded  plate.  In  1642  all  arms  found  at  Knole  had  been  seized, 
md  Cromwell's  Committee  of  Sequestration  for  Kent  used  Knole 
is  their  headquarters.  Sales  of  furniture  and  effects  were  held  in 
645,  the  money  so  obtained  being  used  for  the  garrison  at  Dover 
Zastle.  As  to  what  jewels  or  plate  were  taken  we  have  no  record. 
3ut  considering  the  huge  debts  which  were  gradually  being  paid 
)ff,  the  political  expenses  of  Edward  as  a  Royalist  leader  and  the 
avages  of  the  Roundheads,  the  loss  of  plate  must  have  been  very 
:onsiderable. 

Edward's  eldest  son,  Richard,  was  born  at  Dorset  House,  like 
lis  father,  in  1622  and  married  Lady  Frances  Cranfield,  daughter 
)f  Lionel  Cranfield,  1st  Earl  of  Middlesex.  She  brought  him 
:onsiderable  wealth  and  in  1674  became  her  father's  sole  heiress, 
rhe  actual  date  of  the  marriage  is  unknown,  but  probably  took 
)lace  early  in  1637.  Possibly  connected  with  this  marriage  is  a  fine 
ilver  flagon  (No.  1)  of  1638-9  still  in  St.  Nicholas  Church,  Seven- 
)aks,  presented  by  Lady  Frances  and  engraved  with  the  Sackville 
irms  impaling  Cranfield.  It  bears  the  inscription:  F.  Cranfeild, 
Oountis  of  Dor  sett,  her  guift  to  ye  Church  of  7  Oaks.  But  as  Richard 
lid  not  become  Earl  of  Dorset  until  1652  it  seems  clear  that  the 
nscription  was  added  later:  unless  the  gift  had  been  made  after 
hat  date. 

The  interesting  point  is  that  the  flagon  appears  to  be  the  earliest 
extant  piece  of  plate  connected  with  Knole.  It  is  nearly  13  in.  high 
ind  7$  in.  at  the  base,  made  by  a  craftsman  with  the  mark  RS  over 
1  heart,  whose  work  is  to  be  found  in  several  city  churches  and 


elsewhere.1  In  his  History  of  the  Sackville  Family  (Vol.  1,  pp.  388-9) 
C.  J.  Phillips  gives  in  full  an  interesting  list  of  over  fifty  items  of 
plate  from  a  MS.  at  Knole  of  c.  1640  headed  'A  Note  of  my  Lady's 
plate'.  It  may  have  been  given  to  Lady  Frances  on  her  marriage, 
and  includes  such  items  as:  'Two  great  silver  bason',  '1  wrought 
state-dish  wth  cup  and  cover',  '1  silver  sillibub-pott  and  cover', 
'2  foure  square  silver  candlesticks',  '1  pair  silver  Andirons',  '1  silver 
warming  pan',  etc.  Richard  was  fined  £1,500  by  Parliament  in 
1644  for  adhering  to  the  King's  party,  but  seems  to  have  taken  no 
part  in  politics  until  the  Restoration. 

We  now  come  to  a  catastrophe  which  may  partly  explain  why 
no  pre-Restoration  plate  remains  at  Knole :  that  is  in  reference  to 
the  Fire  of  London  in  1666.  At  that  time  the  main  home  of  the 
Sackvilles  was  not  Knole,  but  Dorset  House,  Salisbury  Court, 
Fleet  Street.  The  estate  had  been  bought  by  Sir  Richard  Sackville  in 
1564  and  extended  to  the  banks  of  the  Thames  with  landing  stairs 
and  accommodation  for  state  barges.  Salisbury  House  was  a  name 
changed  first  to  Sackville  House  and  later  to  Dorset  House.  There 
was  also  a  Little  Dorset  House,  the  old  playhouse,  and  some  forty 
smaller  houses.  The  whole  lot,  with  their  contents,  were  destroyed 
in  the  Fire.  The  famous  picture  gallery  was  lost,  and  the  amount 
of  furniture,  tapestries,  muniments,  books  and  plate  which  was 
also  destroyed  must  have  been  enormous.  Among  several  lists  and 
inventories2  of  the  Sackvilles  kept  in  the  County  Hall  (Kent 
Archives  Office)  Maidstone,  one  is  headed  'Plate  at  Dorset  House, 
1664'.  But  on  inspection  it  proves  to  be  little  more  than  receipts 
concerning  the  Curzons  (Edward's  wife  being  nee  Mary  Curzon). 
Returning  to  Richard,  we  find  that  about  1668  he  was  living  well 
above  his  means,  and  in  1669  began  to  pledge  some  of  his  jewels 
and  plate.  The  latter  included  'One  Kettle  and  Ladle,  2  ousted 
(ribbed)  basons  and  one  Eyer  (ewer),  waying  486  oz.  10  dwt.' — 
also  'one  large  Pair  of  Costed  (another  spelling  of  custcd)  Candle- 
sticks weighing  158  oz.  16  dwt'.  But  by  1674  his  financial  troubles 
were  over,  since  by  the  death  of  Lionel,  3rd  Earl  of  Middlesex,  his 
wife  Frances  inherited  all  the  Cranfield  estates,  including  Copt  Hall, 
Essex,  from  which  so  much  fine  furniture  and  effects  came  to  Knole. 

1  E.  Freshfield,  Communion  Plate  in  the  .  .  .  City  of  London,  1894,  pp.  12,  19,  31,  53, 
72,  77  and  99;  ditto, . . .  County  of  London,  1895  p.  26;  ditto, . . .  County  of Middlesex , 
1897  p.  25.  See  also  R.  C.  Hope,  Church  Plate  in  Rutland,  1887,  p.  15 ;  and  J.  T.  Evans, 
Church  Plate  of  Oxfordshire,  1928,  pp.  3,  92,  ditto,  Church  Plate  of  Pembrokeshire,  1905 
P-  73- 

2  Further  details  about  these  inventories,  which  can  be  consulted  at  the  Kent  Archives 
Office,  Maidstone,  together  with  their  reference  numbers,  are  as  follows: — 
U269.  E2/4     Inventory  of  plate  brought  from  Knole,  1687. 

E2/9     Plate  at  Knole,  c.  1804. 
E79/8  Plate  packed  in  chests,  c.  1802. 
E196/2  Plate  at  Dorset  House,  1664. 

E198/2  Inventories  of  Copt  Hall,  1625-91,  including  plate. 
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2.  The  Silver  Table.  By  TL  with  a  scallop 
between  two  pellets  below:  1680-1. 

3.  The  Mirror,  with  triangular  pediment 
embossed  with  acanthus  leaves,  etc.  Un- 
marked, c.  1680. 

4.  Pair  of  stands  or  gueridons,  dated  1676 
(see  'The  Age  of  Charles  IP  Exhibition, 
Burlington  House,  1960-61,  No.  429). 


Ill  1 674/  5  Richard  secured  the  reversion  to  several  estates  on  the 
death  of  his  aunt,  Anne  Clifford,  Countess  of  Dorset,  Pembroke 
and  Montgomery.  But  he  did  not  enjoy  his  newly  gained  riches 
for  long.  He  died  at  Knole  on  27th  August,  1677.  In  June,  1679, 
his  widow,  Frances,  married  Rt.  Hon.  Henry  Powle  of  William- 
strop,  Glos.,  and,  as  can  be  seen,  their  joint  initials  appear  in 
monogram  on  the  famous  silver  table  (No.  2)  in  the  room  trad- 
itionally called  King  James  I's  Bedroom.  There  seems  to  be  only 
one  tvpical  piece  missing,  and  that  is  a  great  ornate  wine-cooler, 
often  described  as  a  'cistern'.  That  such  a  piece  must  have  been  at 
Knole  seems  obvious,  and  that  supposition  is  justified  in  finding 
that  when  Frances  died  in  1687  she  left  to  Lionel  Boyle,  Earl  of 
Orrery,  her  grandson,  her  'great  silver  cistern'.  It  has  not  been 
possible  to  discover  if  it  still  exists  today.  Apart  from  a  few  gifts 
to  friends  all  her  plate  was  left  to  her  son,  Charles,  6th  Earl  of 
Dorset. 

We  have  so  far  seen  how  much  of  the  old  plate  was  lost.  No 
indication  has  been  given  of  purchases  to  counterbalance  these 
losses.  No  Sackville  was  a  'collector'  of  plate  and  any  purchases 
were  for  flat  plate  for  immediate  use.  Thus  it  would  appear  that  in 
the  rime  of  Charles  Sackville,  2nd  Duke  of  Dorset  (1745-1799), 
the  table  silver  badly  wanted  replenishing;  for  in  April,  1784,  the 
Duke  purchased  from  Jefferys  &  Jones  of  Cockspur  Street, 
Charing  Cross3  the  following  table  silver  weighing  5,920  oz.  at 
the  cost  of  .£2,463  17  7: — 

144  Table  plates 
12  Pincushion  dishes 

8  Oval  dishes 
20  Covers  for  dishes 

4  Tureens 

8  dozen  each  of  forks  and  spoons 

In  the  following  description  of  some  of  the  plate  at  Knole, 
while  table  silver  has  been  ignored  many  pieces  kept  in  the  Strong 
Room  have  been  described  in  some  detail.  And,  as  already  ex- 
plained, we  can  expect  to  find  no  pre-Restoration  plate. 

We  can  start  in  the  room  generally  known  as  King  James  I's 
Bedroom — although  it  is  often  referred  to  as  the  Silver  Room 
because  it  now  houses  the  most  ornate  of  the  Charles  II  silver — 
with  the  famous  silver  table  and  its  accompanying  mirror  and 
pair  of  stands.  They  are  taken  together  because  they  form  a 
recognised  'set'  and  are  so  exhibited.  There  is  also  an  ebonised 
set  mounted  in  silver.  See  Treasures  from  National  Trust  Houses, 
1958,  No.  19  with  Pi.  11. 

The  Table 

Tins  consists  (No.  2)  of  a  wooden  frame-work  entirely  covered 
with  sheets  of  silver  embossed  and  chased  with  acanthus  foliage, 
fruits,  etc.  The  top  (41  in.  x  34  in.)  has  a  large  oval  plaque  in  the 
centre  depicting  in  high  relief  the  contest  in  musical  skill  of  Apollo 
and  Pan.  In  each  corner  is  an  applique  coroneted  monogram 
consisting  of  the  letters  F.D.H.P.  (Frances  Dorset  and  Henry 
Powle,  her  second  husband  (the  5th  Earl  dying  in  1677)  whom  she 
married  in  June  1679).  The  legs  are  scroll-shaped  and  covered  both 
on  the  front  and  back  with  acanthus  leaves  and  foliated  scroll- 
work at  the  sides.  They  are  strengthened  by  flat  concave  stretchers 
covered  with  acanthus  leaves  and  foliage.  In  the  centre  a  large 
foliated  boss  straddles  the  longest  stretchers.  Depending  from  the 
table-top  on  one  side  is  a  large  triangular  apron  embossed  with 
acanthus  leaves  and  fruit,  and  having  in  the  centre  a  large  coron- 
eted monogram  as  before,  supported  by  two  winged  amorini. 
The  whole  rests  on  four  lion's  paws  covered  with  silver.  The 

3  According  to  Heal  (London  Goldsmiths)  Thomas  Jeffery,  goldsmith  and  jeweller 
(1765-1777)  was  succeeded  by  Jeffery  &  Jones  (1779-1793)  and  later  by  Jeffery, 
Jones  and  Gilbert  (1796). 


maker's  mark  is  TL  with  a  scallop  between  two  pellets  below  (as 
in  Jackson  p.  139).  The  date  is  1 680-1. 

The  Mirror 

This  (No.  3)  is  a  matching  piece  to  the  table,  and  is  covered  with 
heavily  embossed  fruit,  flowers  and  foliage  with  a  coroneted 
monogram  at  each  corner.  The  triangular  pediment,  embossed 
with  acanthus  leaves,  fruit,  etc.  is  surmounted  by  a  large  crown 
upheld  by  winged  amorini.  This  appears  to  be  unmarked,  but  is 
c.  1680. 

The  Stands4  . 

These  (No.  4)  are  44^  in.  high,  of  baluster  design,  with  rounded 
tops  and  three  shaped  legs.  As  usual,  the  acanthus  leaf  in  varying 
forms  is  predominant  in  the  embossed  design,  with  swags  of  fruit 
on  the  central  inverted  pear-shaped  member.  They  bear  the  date- 
letter  for  1676. 

Complete  suites  of  silver — table,  mirror  and  pair  of  stands — are 
of  great  rarity,  the  most  famous  being  perhaps  that  presented  to 
Charles  II  by  the  Corporation  of  London  soon  after  his  accession, 
and  now  at  Windsor.  Of  about  1696  "is  the  suite  with  the 
pineapple  table,  now  lacking  the  stands,  presented  to  William  III 
also  by  the  Corporation  of  London.  In  the  1721  inventory  of 
George  I,  apart  from  the  above  two  suites,  a  third  is  given:  'One 
other  Table,  two  stands  and  a  Glass  with  a  Silver  frame — formerly 
Queen  Dowagers,  the  weight  not  known  being  only  coverd 
with  Silver  Tishew'.  The  use  of  the  word  'Tishew'  (tissue)  for  thin 
embossed  silver  resembling  a  woven  or  embroidered  fabric  in  its 
intricate  pattern  is  interesting.  Of  this  suite  only  the  glass  now 
remains.  For  further  details  of  the  above  and  also  foreign  suites  see 
the  series  of  articles  by  John  Hayward  'Silver  Furniture'  in  Apollo, 
(March-June  1958),  and  C.  C.  Oman  'An  XVIIIth  Century 
Record  of  Silver  Furniture  at  Windsor  Castle',  Connoisseur 
(December,  1934,  pp.  300-303). 

Pair  of  Horizontal  French  Mirrors 

These  (No.  5)  hang  each  side  of  the  Great  Bed.  They  are  octagon- 
al in  shape,  surmounted  by  a  roughly  triangular  removable 
pediment,  richly  embossed  with  acanthus  foliage  and  cornucopias 
from  which  fruits  emerge.  The  broad  frame  is  filled  with  similar 
ornamentation.  Single  scroll  candle-brackets  with  nozzles  of 
acanthus  foliage  are  fixed  to  the  bottom  corners  of  the  frame. 
From  a  close  inspection  of  the  maker's  mark,  which  is  stamped 
both  on  the  frame  and  the  candle-brackets,  they  are  the  work  of 
Pierre  Dointre  of  Paris.  He  was  Master  in  1678,  and  on  17th  July, 
1681,  he  had  to  enter  a  new  mark  according  to  the  regulations. 
It  is  described  by  Nocq,  Le  Poincon  de  Paris  (Vol.  II.  1927,  p.  90) 
as :  'Fleur  de  lys  couronnee,  deux  grains,  un  lys  entre  un  Pet  un 
D'.  This  is  clearly  the  mark  on  the  mirrors.  It  was  incorrectly 
reproduced  by  Cripps  in  his  Old  French  Plate  (1893,  P-  I00)-  He 
states  that  the  mirrors  have  the  maker's  mark  only,  but  this  is  not 
so,  as  the  crowned  A,  one  of  the  Paris  duty  marks  (apparently  that 
registered  on  1st  October,  1708)  also  occurs.  Dointre  died  in  June, 
1712,  so  that  a  date  of  c.  1708  would  be  approximately  correct. 

Pair  of  Bowls 

One  of  these  (No.  6)  is  usually  kept  on  display  in  James  I's  Bed- 
room, the  other  is  in  the  strong  room.  They  are  entirely  covered 
with  ornamentation,  being  embossed  with  amorini  and  whirling 

4  The  correct  name  for  these  objects,  made  to  hold  a  large  silver  jar  or  candlestick 
each  side  of  a  mirror,  is  gueridon,  a  curious  word  said  to  be  derived  from  a  Moor  of 
that  name,  African  figures  often  forming  the  central  part  of  the  stand.  See  Lithre, 
Diet,  and  Havard,  Diet  de  1'ameublement,  S.  V.  The  alternate  name  torchere  should  not 
be  used,  firstly  because  it  does  not  appear  in  the  Diet,  de  I'Academie  until  1696,  and 
secondly  because  it  applies  only  to  a  stand  to  hold  a  lamp  or  candlestick. 
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acanthus  foliage  in  the  upper  and  larger  part  with  a  calyx  of 
vertical  ac  anthus  leas  es  below.  There  is  a  plain  concave  moulded 
base,  beneath  which  are  the  engraved  arms  of  Richard,  5th  Earl  of 
Dorset  (1622-77).  The  height  is  9  in.,  the  diameter  at  the  brim 
10J  in.  The  weight  is  32  oz. 

The  only  mark  is  that  of  the  maker:  77  between  scallops  (as  in 
Jackson,  pp.  135,  139  and  142).  If  the  maker  was  Thomas  Issod, 
as  has  been  suggested,  his  working  life  of  1690-7,  as  given  by 
Heal,  must  have  actually  started  quite  twenty  years  earlier.  The 
Knole  typed  catalogue,  doubtless  following  Jackson  (History  p. 
258)  suggests  c.  1685  as  the  date,  but  as  Richard  died  in  1677  this 
seems  impossible.  In  the  Treasures  from  National  Trust  Houses 
(1958,  No.  148)  an  earlier  date  of  c.  1660  is  given,  and  this  would 
seem  to  be  much  more  probable. 

Four-handled  Dish 

This  dish  (No.  7),  possibly  intended  for  dessert,  is  oval  with  a  plain 
frilled  edge  and  broad  inner  band  of  beautifully  pierced  work  of 
birds,  flowers  and  foliage.  Appliqued  in  the  centre  are  the  Sack- 
ville  arms  and  motto  surrounded  by  an  oval-shaped  design 
depicting  a  hunting  scene  with  hounds  and  hares.  The  four  handles 
are  formed  of  two  collared  hounds  with  a  hare's  or  fox's  head 
between  them.  It  bears  the  date-letter  for  1 660-1,  but  the  maker's 
mark  (given  by  Phillips  as  H.M)  appears  to  be  no  longer  visible. 

Four-handled  dishes  or  salvers  are  very  rare,  the  best  known 
examples  being  those  connected  with  presents  made  by  the 
Sephardic  Jewish  Congregation  of  Bevis  Marks  Synagogue  to  the 
Lord  Mayor  of  London  from  1679  to  1779.  This  practice  was 
carried  on  yearly  as  an  aide  mcmoire  to  the  existence  of  the  Jewish 
colony  in  London  (see  Jackson,  History  of  English  Plate,  pp.  225-6; 
The  Connoisseur,  June,  1935  pp.  296-9;  and  Silver  Treasures  from 
English  Churches,  Christie's  1955,  No.  140  with  Pi.  XXIV. 

Set  of  Covered  Vases 

These  (No.  8)  are  made  in  the  form  of  Oriental  jars,  with 
elliptical  bodies,  short  concave  necks  and  lobed  domical  covers 
from  the  rims  of  which  swags  of  fruit  and  foliage  hang  over  the 
neck.  The  bodies  are  embossed  with  long  lobes  alternating  with 
sprays  of  laurel.  Above,  on  the  shoulders  of  the  vases,  is  a  mass  of 
foliage,  fruit  and  flowers  enclosing  busts  of  heroes  encircled  by 
laurel  wreaths,  the  whole  being  on  a  matted  surface.  The  covers 


arc  surmounted  by  fruit  finials  surrounded  by  acanthus  leaves  (for 
a  more  detailed  description  see  Jackson,  History  of  English  Plate, 
pp.  885-6).  The  tallest  vase  is  17  in.  high  the  other  two  15  in.  Their 
respective  weights  are  100.18,  64.9  and  63.6  oz.  They  are  un- 
marked, but  arc  of  the  Charles  II  period,  about  1675. 

Vases  of  silver  Flowers 

This  item  (No.  9)  consists  of  eight  quite  plain  vases  with  indented 
or  concave  sides  and  containing  silver  flowers.  Four  are  large  (7  in.) 
and  four  very  small  (2  in.).  The  bottom  of  the  stalks  have  a  thread 
which  was  clearly  intended  to  pass  through  a  small  hole  found  at 
the  base  of  each  vase.  In  this  way  the  flowers  would  be  held  in  a 
fixed  upright  position  with  the  help  of  nuts,  which  are  now 
missing.  In  Appendix  V.  of  his  work  on  the  Sackvilles,  Phillips 
suggests,  somewhat  surprisingly,  that  they  'may  be  Portuguese 
altar  vases  of  about  the  time  of  Henry  VIII'.  They  are  in  fact  of 
Neapolitan  manufacture,  bearing  the  letters  NAP  surmounted  by 
a  crown  as  used  in  the  seventeenth  century.  From  the  examples 
given  by  Rosenberg,  Der  Goldschmiede  Merkzeichen  (3rd  edit.  Vol. 
IV.  p.  370)  it  will  be  seen  that  eighteenth-century  Neapolitan 
marks  had  the  last  three  figures  of  the  date  as  part  of  the  mark : 
702  for  1702  etc.  The  mark  on  the  vases  has  no  such  date  and  the 
crown  resembles  that  shown  by  Rosenberg  (No.  7400)  to  which 
he  hesitates  to  give  an  exact  date.  We  can,  however,  with  consid- 
erable probability,  assign  it  to  the  seventeenth  century.  Closer 
than  this  it  is  not  possible  to  say,  especially  as  there  is  no  maker's 
mark. 

As  to  what  flowers  are  represented,  opinions  may  differ,  but 
they  appear  to  be  roses.  If  this  is  so,  one  is  reminded  of  the  famous 
papal  Golden  Roses  made  at  Rome  and  Naples  and  given  by  Popes 
since  the  eleventh  century  as  a  token  of  some  outstanding  benefit 
to  Christianity.  It  is  of  interest  to  note  that  in  15 10  one  such  rose, 
dipped  in  chrism  (oil  mingled  with  balm)  and  musk,  was  sent  by 
Julius  II  to  William  Warham,  Archbishop  of  Canterbury,  while 
he  was  living  at  Knole,  to  be  presented  to  Henry  VIII.  For  further 
details  on  the  subject  reference  should  be  made  to  the  article 
'Golden  Rose'  by  J.  T.  Shotwell  and  E.  Alfred  Jones  in  the  Ency. 
Brit.  Xlth  edit.,  s.v.  with  bibliography;  S.  J.  A.  Churchill 
Goldsmiths  of  Italy,  1926  pp.  13-16  with  Pi.  IV.;  A.  J.  Collins, 
Jewels  and  Plate  o  f  Elizabeth  I,  p.  24n2;  and  Filippo  Rossi,  Italian 
Jewelled  Arts  1957,  Pi.  LXXVI  with  text  p.  48. 
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Recording 

^^llliam  Sadler  17S2-1839 


AN  IRISH  LANDSCAPE  AND 
TOPOGRAPHICAL  PAINTER 

Edward  A.  McGuire 


TH  E  R  E  are  still  to  be  found  quite  frequently  in  Ireland,  par- 
ticularly in  Dublin,  little  paintings  on  panel  and  sometimes 
larger  ones  on  canvas  depicting  seascapes  and  scenes  in  and  around 
Dublin;  also  imaginative  subjects  and  sometimes  copies  of  Old 
Masters.  The  painter  of  these  pictures,  William  Sadler  II  (born  in 
Dublin  in  1782  and  there  died  in  1839),  the  son  of  William  Sadler, 
an  historical  and  portrait  painter,  was  an  interesting  local  painter 
who  worked  mostly  in  Dublin.  His  paintings  of  local  scenes  and 
imaginative  subjects  are  very  numerous  and  he  was  dearly 
indebted  to  Dutch  Seventeenth-century  painters  for  his  inspiration 
and  his  technique.  Some  of  his  copies  ot  Dutch  paintings  have 
found  their  way  to  other  countries,  thought  by  their  buyers  to 
be  original  Dutch  paintings,  particularly  when  they  were  painted 
on  oak  panels.  He  had  a  good,  workmanlike  way  ot  handling 
paint,  and  was  a  careful  and  skilful  artist.  Often  he  succeeded  in 
achieving  quite  dramatic  effects  in  his  imaginative  works,  and 
in  his  topographical  scenes  displayed  a  competent  skill  in  hand- 
ling paint  and  in  the  drawing  of  his  figures.  At  other  times  he 
achieves  a  distinct  reeling  of  dash,  which  has  a  certain  charm  and 
appeal. 

Sadler  contributed  to  the  various  exhibitions  in  Dublin  between 
1809  and  1814  and  in  1819  and  1821.  He  exhibited  at  the  Royal 
Hibernian  Academy  in  1828  and  1833.  In  April,  1838,  C. 
Bennett,  Auctioneer,  sold  on  Sadler's  instructions  *the  entire  of 
his  last  year's  paintings',  including  copies  of  Old  Masters,  an 
Eruption  of  Mount  Vesuvius,  Burning  of  the  Royal  Exchange,  Wreck 
of  the  Killamey,  Burning  oj  the  Arcade  in  College  Green  (illustrated), 
and  a  number  of  small  views  of  Dublin. 

He  executed  numerous  versions  of  certain  subjects.  Dublin 
Bay,  for  example,  was  repeatedly  painted,  also  a  view  of  Dublin 
from  Phoenix  Park  near  Island  Bridge.  Usually  his  works  are 
rather  small  in  size,  being  painted  for  the  most  part  on  mahoganv 
panels. 

Sadler  was  also  a  teacher  of  painting.  James  Arthur  O'Connor, 
the  distinguished  Irish  landscape  painter,  received  his  first  lessons 
from  him.  The  artist  lived  at  various  addresses  in  Dublin,  finallv 
settling  in  Mander's  Buildings,  Ranelagh.  Dublin,  where 
he  died  on  19th  December,  1839,  aged  57. 

By  his  wife,  Caroline,  Sadler  had,  besides  other  children,  two 
sons;  firstly  William  Sadler  born  in  1808,  who  went  to  America 
as  a  young  man,  but  later  returned  to  Dublin  (William  painted 
subjects  similar  to  his  father  and  also  did  some  indifferent  carica- 
tures) ;  secondly  Rupert  Sadler,  born  in  18 10.  The  latter  exhibited 
-4  Fisherman's  Wedding  at  the  Royal  Hibernian  Academy  in  1829, 
and  had  at  one  time  a  shop  at  the  corner  of  Liffey  Street,  opposite 
the  Metal  Bridge,  where  he  carried  on  business  as  a  picture 
cleaner.  Later  he  was  at  130,  Upper  Abbey  Street.  He  died  there 
suddenly  on  5th  September,  1892,  and  was  buried  in  Mount 
Jerome  Cemetery,  Dublin. 
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I.  Dublin  Bay.  Panel,  16  X  25  inches. 


2.  Dublin  View.  Panel,  8£  X  13-j;  inches. 
The  National  Gallery  of  Ireland. 


3.  Imaginative  Subject.  Panel,  10  x  13  inches. 


4.  View  of  Dublin,  the  River  Liffey  and  the  Wellington 
Monument.  Panel,  20  X  28  inches. 


5.  Vase  of  Flowers.  Panel,  19  x  14%  inches.  In  the 
Collection  of  Mr.  and  Mrs.  McGilligan,  Dublin. 


There  are  four  pictures  by  William  Sadler  in  the 
collections  at  the  National  Gallery  of  Ireland,  and  six 
examples  of  his  work  in  the  Dublin  Civic  Museum. 
Messrs.  Arthur  Guinness  Son  and  Co.  Dublin, 
also  have  an  interesting  view  of  Dublin  showing  the 
brewery  as  it  appeared  in  the  early  nineteenth 
century. — Editor. 
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THE  return  of  the  ancient  Mayoral  Insignia  to  the  City  of 
Galway  has  been  the  occasion  of  much  rejoicing  in  Ireland. 
Once  on  loan  to  the  Victoria  and  Albert  museum,  these  treasures 
had  been  alienated  from  the  City  since  the  abolition  of  the  old 
Corporation  in  1841.  Now,  through  the  generosity  of  the  Hearst 
Foundation,  the  wishes  of  the  late  William  Randolph  Hearst  have 
been  fulfilled,  and  the  City's  Honours  will  return  to  their  ancient 
home.  Ireland  has  suffered  so  grievously  in  the  destruction  and 
spoliation  of  her  civic  art  treasures  that  this  generous  gesture  is 
gratefully  acknowledged  by  the  whole  country. 

The  Great  Mace  (Nos.  5  &  6),  a  most  spectacular  piece  of  gilt— 
silver  work  nearly  five  feet  high,  is  of  the  usual  form.  The  head 
bears  a  Royal  Crown,  with  the  arms  of  Queen  Anne  on  a  circular 
plate  beneath.  The  body  is  decorated  with  the  emblems  of 
England,  Scotland,  Ireland  and  France.  The  foot  carries  the  arms 
of  Galway.  The  maker  was  John  Cuthbert  of  Dublin,  in  1709.  Sir 
Charles  Jackson  erroneously  states  that  the  touch  JC  is  that  of  John 
Clifton.  Subsequent  research,  however,  by  the  late  Mr.  D. 
Westropp  has  corrected  this. 

The  Sword  (No.  7)  is  perhaps  the  more  interesting  of  the  two 
objects  in  that  it  adds  a  further  example  to  the  very  few  pieces  of 
early  Galway  silver  known. 

The  extreme  rarity  of  Galway  plate  has  made  the  dating  of 
existing  pieces  a  matter  of  great  difficulty.  The  town  mark  of  an 
anchor  was  only  identified  in  1875,  and  since  that  time  Mr.  Dudley 
Westropp  and  Sir  Charles  Jackson,  in  English  Goldsmiths  and  their 
Marks,  have  only  been  able  to  gather  a  meagre  list  of  under  a  dozen 
makers  who  have  stamped  their  marks  on  a  mere  handful  of 
pieces.  Jackson  states  that  no  plate  bearing  the  Galway  mark  has 
been  found  of  an  earlier  date  'than  about  1650'.  The  identifica- 
tion therefore  of  three  marked  pieces,  and  also  of  an  unmarked 
Galway  chalice,  as  being  earlier  than  this,  and  the  ante-dating  of  a 
recorded  mark  by  nearly  seventy  years  is  of  great  interest. 

The  Galway  Sword  does  not  appear  in  Jackson's  list.  It  bears  on 
the  quillons  two  makers'  marks,  EG  on  one  side  and  EF  on  the 
other.  Because  of  an  inscription  on  the  sheath,  'Rex,  Grex,  Lex  et 
Ecclesia  Restaurat,  Anno  Domini  1660.  John  Morgan  Mayor', 
and  on  the  strength  of  a  Charter  of  1676  in  which  Charles  II 
granted  to  the  Mayor  the  privilege  of  having  'a  sword  borne 
before  him  in  all  places  within  the  towne  and  county',  the  sword 
has  been  dated  to  1660.  It  has  been  suggested  that  this  1676  grant 
was  a  fresh  honour.  Yet  if  it  had  been  anticipated,  as  it  evidently 
was  in  1660,  there  is  no  reason  to  doubt  that  it  was  merely  a 
reconcession  of  an  old  custom,  and  that  the  sword  may  be  con- 
siderably earlier.  Indeed,  the  presence  of  two  sets  of  marks  on  the 
hilt,  one  of  which,  EF,  is  probably  the  touch  of  Edward  Fallon 
who  is  known  to  have  been  working  in  1660,  suggests  that  this 
latter  was  put  on  to  an  existing  sword  by  the  maker  of  the  scab- 
bard which  also  bears  his  mark;  since  it  is  very  unlikely  that  two 
smiths  would  work  on  one  piece  of  mayoral  plate  at  the  same 
time.  The  form  of  the  sword  also  would  be  unusual  for  a  date  as 
late  as  the  middle  of  the  seventeenth  century.  The  type  is,  in  fact, 
early  seventeenth  or  even  late  sixteenth  century  and  may  be 
compared  with  other  civic  swords:  that  at  Limerick  in  Ireland, 
and  those  at  Canterbury  and  other  places  in  England. 

The  silversmith  using  the  touch  EG  also  produced  the  beautiful 
silver  reliquary  (Nos.  1  &  2),  which  belongs  to  Mrs.  G.  E.  P. 
How.  It  was  probably  made  for  a  member  of  the  family  of 
Martyn  of  Tulira  whose  arms  it  bears  on  an  attached  label.  It  is 
recorded  in  Jackson's  list  of  marks  on  Galway  plate  as  'No.  5.  A 
reliquary  box,  maker's  mark  EG',  and  is  dated  by  him  to  circa 
1700.  It  is  in  the  form  of  a  diptych,  of  two  deep  box-like  com- 
partments, with  semi-circular  arched  tops.  The  contents  of  the 
two  halves  when  opened  are  protected  by  glass,  held  in  place  by 
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small  silver  mouldings.  One  side  contains  a  number  of  compart- 
ments for  relics  now  missing  and  the  other  side  recently  held  a 
wax  medallion  of  Pope  Innocent  XII,  the  reverse  impressed  with 
the  Agnus  Dei.  The  external  edges  are  ornamented  with  fine 
roped  mouldings  and  the  front  bears  an  engraved  bust  of  St. 
Peter,  while  the  back  has  a  Crucifixion  with  inscriptions.  The 
maker's  mark  is  stamped  on  the  back.  The  reliquary  has  been 
dated,  on  the  strength  of  the  wax  medallion  of  Innocent  XII 
(1691-1700),  to  circaijoo.  But  it  is  not  certain  that  the  reliquary  was 
originally  made  as  a  container  for  this :  indeed,  the  shape  suggests 
that  the  wax,  which  is  double  sided,  was  a  secondary  introduction. 

It  will  be  noticed  that  the  dating  of  both  the  sword  and  the 
reliquary  rests  on  rather  questionable  foundations.  A  fresh  piece 
of  evidence  now  throws  further  light  on  the  date  of  the  silver- 
smith EG.  In  a  private  collection  in  Ireland  is  a  chalice  (No.  4)  of 
rather  unusual  shape  bearing  this  mark.  The  chalice  is  evidently  a 
travelling  one,  the  bowl  and  s<"em  unscrewing  and  fitting  within  the 
foot,  the  baluster  stem  having  threads  of  differing  sizes  to  prevent 
mistakes  when  assembling  the  vessel.  The  hexagonal  foot  is  en- 
graved with  a  Crucifix  on  a  mount  between  the  initials  F:  Tand  D. 

Now  the  National  Museum  in  Dublin  possesses  an  almost 
precisely  similar  chalice  (No.  3)  known  as  the  Elizabeth  Forth 
Chalice  (J.J.  Buckley,  Some  Irish  Altar  Plate,  Journal  of  the  Royal 
Society  of  Antiquaries  of  Ireland,  No.  1633,  Pi.  xx,  Fig.  1).  This  is 
evidently  by  the  same  maker:  the  baluster  stem  being  from  the 
same  mould  and  the  foot  of  each  is  of  the  same  very  unusual  form. 
The  engraved  Crucifixes  seem  to  be  by  the  same  hand.  This 
chalice  is  firmly  dated  by  an  inscription  to  the  year  1633.  The 
maker  EG  must  then  have  been  working  in  this  year,  and  becomes 
therefore  the  earliest  Galway  silversmith  whose  mark  has  yet  been 
discovered  (Another  chalice,  unmarked  but  probably  by  the  same 
maker,  is  also  in  the  National  Museum  Dublin.  J.  J.  Buckley, 
op.  cit.  N.D.8.,  PI.  lix,  Fig.  2). 

We  are  thus  enabled  to  reconsider  the  dating  of  the  Galway 
Sword  and  Reliquary,  placing  them  in  the  first  half  of  the  seven- 
teenth century,  which  would  accord  better  with  the  form  and 
style  of  these  objects. 
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I  &  2.  Silver  reliquary  box,  maker's 
mark  EG,  previously  dated  to 
c .  1700.  Reproduced  by  courtesy  of 
Mrs.  G.  E.  P.  How. 

3.  Chalice  known  as  the  'Elizabeth 
Forth  Chalice'.  The  baluster  stem 
is  from  the  same  mould  as  No.  4, 
and  the  inscription  dates  it  to  1633. 
Reproduced  by  Courtesy  of  the 
National  Museum  of  Ireland. 

4.  Travelling  chalice  of  unusual 
shape,  the  bowl  and  stem  of  which 
unscrew,  maker's  mark  EG.  In 
private  collection  in  Ireland. 

5  &  6.  The  5  ft.  high  Great  Mace  of 
the  City  of  Galway,  made  by  John 
Cuthbert  of  Dublin  in  1709,  the 
detail  showing  the  Royal  Crown  and 
the  arms  of  Queen  Anne.  The  foot 
carries  the  arms  of  Galway. 

7.  The  Galway  Sword,  a  further 
splendid  addition  to  the  very  few 
pieces  of  early  Galway  silver  known. 
Two  makers'  marks,  EG  and  EF, 
appear  on  the  quillons,  and  the 
sheath  is  dated  1660 ;  maker's  mark 
EF.  The  sword  is  however  thought 
to  be  of  considerably  earlier  date. 
With  the  Great  Mace,  this  has  been 
returned  to  the  City  of  Galway  by 
the  Hearst  Foundation  in 
accordance  with  the  wishes  of  the 
late  William  Randolph  Hearst. 
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THE  remarkable  collection  of  Meissen  porcelain  figures 
presented  by  the  late  Lord  Fisher  to  the  Fitzwilliam  Museum, 
was  formed  between  the  years  1926-39.  Originally  a  collector  of 
English  porcelain,  Lord  Fisher  already  had  many  fine  Chelsea 
figures  of  the  red  anchor  period,  and  it  was  his  keen  interest  in 
their  historical  background  that  first  attracted  his  attention  to  the 
Meissen  originals  from  which  so  many  of  them  were,  to  use 
Sprimont's  own  words,  'imitated'. 

The  collection  is  comprised  entirely  of  figures  made  between 
1735  and  1750,  the  latter  date  being  considered  by  Lord  Fisher  to 
be  the  extreme  limit  of  a  period  during  which  the  late  baroque 
style  was  gradually  superseded  by  the  more  extravagant  rococo 
influences,  which  he  regarded  with  extreme  distaste.  Although 
such  a  distinction  is  difficult  to  justify  on  a  strictly  chronological 
basis,  there  can  be  no  doubt  that  all  the  models  chosen  possess  a 
quality  of  forceful  vitality  typifying  the  most  spirited  and  original 
movement  in  Western  ceramic  art.  Many  are  of  primary  in- 
terest, not  only  as  the  ancestors  of  a  whole  European  family,  but 
also  because  they  illustrate  the  way  in  which  new  materials  were 
adapted  to  the  tastes  and  habits  of  a  nation  whose  social  and 
artistic  traditions  were  already  strongly  developed. 

Without  attempting  an  account  of  the  factory's  early  history  it 
may  be  as  well,  before  discussing  the  collection  individually,  to 
recall  briefly  some  of  the  circumstances  that  led  to  the  making  of 
these  pieces. 

Although  the  manufactory  was  founded  by  Augustus  the 
Strong,  Elector  of  Saxony  and  King  of  Poland,  in  1710,  it  was 
not  until  some  years  after  his  death  in  1733,  that  the  small  decor- 
ative models,  so  well  suited  to  the  plastic  qualities  of  porcelain, 
were  produced  on  a  really  extensive  scale.  The  reason  for  this  can 
be  attributed  to  the  personal  tastes  of  the  Elector,  whose  gran- 
diose plans  for  the  furnishing  of  the  Japanese  Palace  at  Dresden 
included  the  making  of  monstrous  vases,  animals  and  lifesized 
figures  of  saints,  all  of  which  presented  almost  insuperable  tech- 
nical problems.  There  was  from  the  beginning  a  large  output  of 
table-wares,  vases,  snuff-boxes  and  other  pieces,  but  of  the 
earlier  miniature  figures  only  a  small  number,  such  as  those 
attributed  to  Georg  Fritzsche,  appear  to  be  original  creations. 
For  the  decoration  of  the  wares  a  brilliant  and  enduring  range  of 
enamel  colours  was  provided  by  Johann  Gregor  Herold,  who 
was  brought  to  Meissen  by  the  deserter  Stozel  when  he  returned 
from  Vienna  in  1720.  Herold's  exceptional  ability  was  immedi- 
ately recognised,  and  not  only  was  he  appointed  to  take  charge  of 
the  painting,  but  also  became  a  Commissioner  and  manager  of 
the  factory. 

In  1727,  when  the  appointment  of 'a  good  sculptor  who  makes 
different  models,'  was  recommended  by  the  Commissioners, 
Johann  Gottlob  Kirchner  was  engaged.  Kirchner's  style  and 
temperament  were  unsuited  to  the  work  assigned  to  him,  and  the 
following  year  he  was  discharged,  but  reappointed  in  1728. 
Immediately  before  Kirchner's  reinstatement  the  Elector  had 
personally  chosen  an  ivory  carver,  Johann  Christoph  Ludwig 
von  Liicke,  who  was  given  the  title  of  Modellmeister.  Liicke's 
employment  lasted  no  more  than  six  months,  and  the  Elector's 
second  choice  fell  upon  the  young  sculptor  Johann  Joachim 
Kaendler,  whom  he  sent  to  Meissen  to  be  Kirchner's  assistant. 


He  was  to  prove  not  only  the  creator  of  a  European  style  in  the 
modelling  of  porcelain  figures,  but  also  the  most  versatile  of  all 
artists  in  this  medium.  At  his  best  in  the  baroque  manner,  he 
understood  to  the  full  the  art  of  combining  boldly  modelled 
forms  with  strong  contrasts  of  audacious  colouring.  The  son  of  a 
clergyman,  Kaendler  was  born  at  Fischbach  in  Prussia  in  1706, 
and  having  received  a  good  education,  which  included  the  study 
of  mythology  and  ancient  art,  had,  before  his  appointment  at 
Meissen,  been  a  pupil  of  the  court  sculptor  Benjamin  Thomae, 
and  also  worked  with  Balthasar  Permoser.  Like  Herold  his  genius 
was  unmistakable,  and  when  Kirchner  finally  left  the  factory  in 
1733,  he  was  made  Master  of  Models,  a  position  in  which  he  was 
joined  two  years  later  by  an  assistant  Johaan  Friedrich  Eberlein,  a 
man  ten  years  his  senior. 

Kaendler's  promotion  coincided  with  the  death  of  Augustus 
the  Strong,  whose  successor,  Augustus  III,  placed  the  general 
administration  of  the  factory  in  the  hands  of  his  Minister  Count 
Heinrich  von  Briihl,  a  nobleman  with  extravagant  tastes  and  a 
great  love  of  pageantry.  It  was  doubtless  due  to  Bruhl's  influence 
that  the  small,  brightly  coloured  figures,  so  suitable  for  the 
decoration  of  banqueting  tables,  were  now  produced  in  much 
greater  numbers  and  variety  at  Meissen. 

Such  elaborate  displays  were  not  an  innovation  as  it  had  long 
been  a  custom  at  the  German  Court  to  set  up  on  the  tables  im- 
posing centre-pieces  around  which  were  arranged  groups  and 
series  of  figures,  usually  allegorical.  They  had  however,  pre- 
viously been  made  of  sugar  or  wax,  and  it  was  not  until  the  late 
1730's  that  porcelain  came  into  general  use  for  this  purpose. 

The  earliest  model  in  the  Fisher  Collection  is  Eberlein's 
Tyrolese  Dancing  Pair  (No.  1),  made  in  1735,  and  often  called  the 
Dutch  Dancers.  This  group,  a  pioneer  among  small  Meissen 
figures,  is  full  of  spirit  and  movement  and  the  whiteness  and 
quality  of  the  paste  are  of  great  beauty.  An  interesting  feature  of 
this  particular  model  is  that  the  applied  flowers  on  the  base  are 
wholly  Chinese  in  character  with  gold  centres  and  gold-tipped 
petals.  Remodelled  by  Kaendler  in  1741,  it  was  later  copied  at  the 
Bow,  Chelsea  and  Derby  factories,  and  also  by  the  Chinese.  The 
Chelsea  version  is  illustrated  in  No.  2. 

Kaendler,  who,  like  Kirchner,  had  earlier  been  employed  on 
the  ambitious  schemes  for  decorating  the  Japanese  Palace,  was 
now  encouraged  to  turn  his  attention  to  the  smaller  models  so 
ideally  suited  to  the  expression  of  his  inventive  genius.  The  first 
of  his  'Italian  Comedy'  figures,  based  on  engravings  in  Luigi 
Riccoboni's  Histoire  du  Theatre  Italien,  was  produced  in  1735,  and 
the  following  year,  besides  the  first  'Crinoline'  group,  a  series  of 
seated  beggars,  of  which  the  following  are  in  the  collection: — 
A  Beggar  Playing  on  a  Lute,  A  Beggar  Woman  Playing  on  a  Hurdy- 
Gurdy  and  A  Beggar  Lighting  his  Pipe  (No.  3). 

It  is  thought  that  these  were  intended  primarily  as  table 
decorations,  as  they  look  equally  well  when  viewed  from  any 
angle.  They  also  lack  the  supporting  stump  seen  at  the  back  of 
later  pieces.  This,  however,  may  be  due  to  their  seated  position, 
as  the  stump  was  undoubtedly  intended  to  prevent  standing 
figures  from  sagging  in  the  kiln.  Another  characteristic  is  that  the 
feet  are  free  of  the  base,  and  rest  on  whatever  surface  the  figures 
are  placed.  Also  by  Kaendler  are  two  somewhat  larger  models  of 
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I.  Tyrolese  Dancers  by  J.  F.  Eberlein  (1735)  (Cat.  No.  1). 


2.  Chelsea  version  of  Eberlein's  Tyrolese  Dancers  (r.  1755). 


3.  Seated  Beggar,  lighting  his  Pipe.  By  J.  J.  Kaendler  (1736),  (Cat.  No.  4). 


4.  Beggar  playing  a  Hurdy-Gurdy  by  J.  J.  Kaendler  (1741),  (Cat.  No.  5). 


5.  Chelsea  version  of  Kaendler's  Hurdy-Gurdy  Player  (c.  1750). 


97 


6.  Bagpiper  by  J.  J.  Kaendler  (1741),  (Cat.  No.  8). 

7.  A  Pandur  by  J.  F.  Eberlein  (1743),  (Cat.  No.  9). 

8.  The  Birdseller  and  his  Wife:  the  Man  by  Kaendler  (1742)  the  Woman  by  Reinicke  (1744),  (Cat.  Nos. 

22  &  23). 

9.  Chelsea  version  of  Birdseller's  Wife  (c.  1755). 

10.  Chelsea  figure  of  Birdseller's  Wife,  adapted  as  a  Flower  Seller  (c .  1755). 
9  10 
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beggars,  A  Woman  Playing  on  Bagpipes,  and  a  Male  Hurdy- 
Gurdy  Player  (No.  4),  both  made  in  174.1.  A  Chelsea  copy  of  the 
man  is  shown  in  No.  5. 

For  a  period  of  over  two  years,  commencing  in  1737,  much 
time  was  occupied  in  producing  for  Count  Bruhl  the  magnifi- 
cent Swan  Service,  comprising  many  hundreds  of  pieces.  Decor- 
ated with  swans  in  relief,  nereids,  river-gods,  shells  etc.,  all  based 
on  a  ground  suggestive  of  water,  it  was  considered  the  most 
elaborate  and  beautiful  of  all  the  great  services  made  at  Meissen. 
By  1 741  however,  both  Kaendler  and  his  assistants  were  able  to 
concentrate  more  of  their  attention  on  the  increasingly  popular 
small  figures.  In  this  year  he  made  the  Bagpiper  (No.  6).  This 
boldly  modelled  composition  was  taken  from  a  print  engraved  by 
Daullc,  after  J.  Dumont  le  Romain.  In  the  print  the  musician  is 
controlling  with  his  foot  the  actions  of  a  pair  of  marionettes. 
Kaendler  has  omitted  these,  but  in  a  later  model  by  him  a  cupid  is 
shown  working  a  similar  pair  of  puppets,  while  playing  on  bag- 
pipes (this  figure  was  copied  at  both  Bow  and  Derby). 

The  first  of  what  may  be  called  the  National-Type  figures  in 
the  Fisher  Collection  is  the  fine  model  of  a  Weil-Armed  Pandur, 
or  Circassian  with  pistols  at  his  belt,  made  by  Eberlein  in  1743 
(No.  7).  It  has  been  recorded  that  161  plaster  models  of 'All  sorts 
of  Nations  and  other  Figures',  were  sent  to  the  factory  from 
Augsburg  in  1725.  They  are  believed  to  have  inspired  some 
figures  of  a  rare  type,  presumed  to  be  by  Georg  Fritzschc.  Seven 
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11.  The  Sower  and  a  Woman  with  a  Hen  by  J.  J.  Kaendler  (1744),  (Cat. 
Nos.  24&25). 

12.  A  seated  Peasant  Drinking  by  J.  J.  Kaendler  (1744),  (Cat.  No.  28). 


of  these  are  known,  of  winch  one  is  a  Pandur.  But  if  this  was  the 
source  of  Eberlein's  inspiration,  his  version  is,  both  in  form  and 
treatment,  quite  unlike  its  predecessor. 

In  1743,  Peter  Reinicke,  born  at  Danzig  in  171 5,  was  engaged 
as  an  assistant  modeller  at  the  factory,  and  soon  came  much 
under  Kaendler's  influence.  His  style,  altogether  less  powerful 
than  that  of  his  master,  later  developed  so  much  in  Kaendler's 
maimer  that  his  work  becomes  difficult  to  distinguish.  The  shape 
of  the  heads  and  modelling  of  the  features  is  usually  the  most 
reliable  guide  to  identification.  It  is  noticeable  that  figures  made 
by  both  Eberlein  and  Reinicke  arc  on  a  smaller  scale  than  com- 
parable models  by  Kaendler.  This  becomes  even  more  apparent 
where  he  has  made  a  figure  or  group  to  which  cither  of  them  has 
added  a  companion. 

The  years  1741-45  saw  Kaendler,  at  the  height  of  his  powers, 
producing  a  variety  of  subjects,  all  full  of  character  and  typical  of 
the  virile  quality  of  his  art.  Many,  representing  the  peasant  types 
he  saw  around  him  engaged  in  their  daily  occupations,  seem  to 
have  been  taken  from  life.  Of  the  following  examples  from  the 
Fisher  Collection,  the  Birdseller  of  1742,  is  the  earliest.  In  No.  8 
he  is  illustrated  together  with  his  female  companion,  added  by 
Reinicke  in  1744.  The  modelling  of  the  woman's  head  is  typical, 
and  may  be  compared  with  that  of  the  man  by  Kaendler.  Lord 
Fisher  had  two  Chelsea  versions  of  the  woman,  one  an  imitation 
(No.  9),  and  the  other  adapted  as  a  Flower  seller  (No.  10). 
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13 


14 


15 


Rcinickc's  Woman  selling  Carp  is,  I  am  sure,  also  an  adaptation  of 
this  figure.  Other  folk  types,  all  by  Kaendler  and  modelled  about 
1744,  are:  The  Sower,  and  a  Woman  with  a  Hen  (No.  11),  The 
Vineyard  Proprietor,  A  peasant  going  to  Market,  A  seated  Peasant 
Drinking  (No.  12),  A  drunken  Fisherman  and  a  Grape  Picker.  Of  the 
same  period,  but  not  belonging  to  a  particular  series,  is  Kaendler's 
lovely  group  of  a  Savoyard  Peasant,  carrying  a  baby  in  a  cradle 
and  holding  a  small  boy  by  the  hand  (No.  13),  taken  from  an 
engraving  by  Daulle  after  J.  Dumont  le  Romain,  published  in 
1739.  A  Cello  Player  and  a  Fisherman  with  a  Net  both  date  from 
about  1745.  Other  miscellaneous  subjects  are:  Eberlein's  Officer  dj 
the  Guard  (1744),  and  a  Lady  Falconer  (1746),  Reinicke's  Huntsman 
with  his  Dog,  and  a  Tyrolese  Trinket  Seller,  both  made  in  1744. 
Tiro  Cooks  by  Kaendler  are  of  about  1746.  The  man  holds  up  a 
Westphalian  ham,  and  the  woman  is  larding  a  hare. 

The  occupation  of  Meissen  by  the  Prussians  during  the  Second 
Silesian  War  (1745)  caused  only  a  temporary  setback  to  the 
factory's  continually  growing  prosperity.  The  chief  arcanists  and 
workmen  were  moved  to  Dresden  during  the  emergency,  and 
the  kilns  destroyed  in  order  not  to  reveal  the  secrets  of  manu- 
facture. But,  when  Frederick  the  Great  left,  they  were  quickly 
rebuilt.  The  demand  for  Meissen  porcelain  now  extended  all 
over  the  Continent.  In  England,  too,  'Dresden  china'  was  gaining 
ever  increasing  popularity. 

About  this  time  Kaendler  and  Reinicke  were  collaborating  on 
a  series  of  figures  known  as  the  Bouchardon  Paris  Criers  (These 
should  not  be  confused  with  a  later  series  made  by  Kaendler  in 
1753,  from  drawings  sent  to  Meissen  by  the  Paris  dealer,  Huet.) 
suggested  by  engravings  published  between  173  7-1 746  by  M.  le 
Comte  de  Caylus,  after  Edme  Bouchardon's  drawings  Etudes 
prises  dans  le  has  Peuple,  on  les  Cris  de  Paris.  As  the  description 
implies,  they  represent  beggars,  vendors  and  similar  characters  to 
be  seen  in  the  streets  of  Paris.  Boldly  modelled  and  with  strong, 
simple  colouring,  they  are  in  no  way  slavish  copies  of  Bouchar- 
don's drawings;  in  fact  no  more  than  eight  are  directly  traceable, 
all  of  which  are  included  in  the  Fisher  Collection.  Possibly  the 
first  of  the  series  is  Reinicke's  Map-seller  (No.  14),  apparently 
taken  from  Bouchardon's  Marchand  d' Images.  It  is  interesting  to 
note  that  in  this  particular  example  the  vendor  displays  a  map  of 
England.  There  is,  of  course,  a  well  known  Chelsea  version  of 


this  figure.  The  seven  other  subjects  are :  The  Baker's  Boy  and  a 
woman  holding  out  a  fish,  Vive  Carpe,  both  by  Reinicke ;  and  by 
Kaendler,  assisted  by  Reinicke,  a  hurdy-gurdy  player,  Le  Vielleur, 
a  drummer,  Provencal  (No.  15);  a  Tinker  Chaudronnier;  a  man 
holding  open  a  box  containing  knives,  scissors  and  combs,  Des 
Couteaux,  des  Cizeaux,  des  Peignes;  and  a  porter,  Crocheteur. 

Eberlein's  Gardeners  (Nos.  16  &  17)  are  in  the  style  of  the 
'Criers',  but  of  a  more  dignified  character,  though  it  has  been 
erroneously  stated  that  the  man  is  after  a  Bouchardon-Caylus 
print.  He  is  probably  slightly  earlier  than  his  companion,  made  in 

1746.  Also  by  Eberlein  is  a  version  of  the  'Trinket  Seller', 
apparently  taken  from  the  same  engraving  as  the  earlier  model  by 
Reinicke. 

Reinicke's  Woman  playing  on  a  Mandoline  (No.  18),  of  about 

1747,  is  a  figure  of  considerable  charm.  Lord  Fisher  owned 
copies  made  at  both  Chelsea  and  Bow.  The  latter  was  of  excep- 
tional beauty  in  both  modelling  and  decoration,  and  he  believed 
it  to  have  been  made  by  Chelsea  workmen,  who  had  temporarily 
gone  to  work  at  Bow  during  Sprimont's  illness. 

The  origin  of  a  number  of  Meissen  figures  can  be  traced  to  a 
custom  long  popular  in  Germany,  in  which  the  Prince,  his  Con- 
sort and  Courtiers,  masqueraded  in  the  guise  of  rustics  and  crafts- 
men of  various  trades.  These  'Wirtschaften'  were  a  characteristic 
feature  of  the  Court  festivities,  and  were  re-enacted,  with  the  use 
of  porcelain  figures,  on  the  banqueting  tables.  The  Miner's 
night  festival  was  a  performance  of  this  kind,  in  which  the  King 
himself  took  the  part  of  Chief  Miner.  As  one  of  the  state  services, 
the  Saxon  Silver  Miners  were,  in  fact,  under  the  patronage  of  the 
Elector.  The  grand  display,  held  during  the  celebrations  of  1719, 
was  recorded  in  a  set  of  coloured  engravings  published  by 
Christoph  Weigel  of  Nuremberg  (1721)  and  on  these  are  based 
some  figures  of  miners  made  by  Kaendler  about  1748-49.  They 
include  a  Mine  Superintendent,  a  Bandmaster  and  a  figure  pre- 
sumed to  represent  Augustus  himself  (No.  19).  These  have  the 
A.R.  cipher  of  Augustus  Rex  on  their  caps.  There  are  also  two 
bandsmen,  one  playing  a  lute,  the  other  a  triangle,  a  miner 
carrying  a  pick  and  another  with  a  hod.  The  miners  and  bands- 
men wear  pill-box  hats  decorated  with  crossed  picks  emblematic 
of  their  calling.  All  these  are  in  the  Fisher  Collection.  A  few  of  the 
others  Lord  Fisher  considered  less  attractive. 
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It  has  already  been  mentioned  in  connection  with  Eberlein's 
\\  ell  Armed  Pandur,  that  national  types  were  the  subjects  of 
some  of  the  earliest  models.  At  all  the  Courts  of  Europe  a  passion 
tor  the  exotic  w  as  reflected  in  a  demand  for  works  illustrative  of 
the  dress  and  customs  of  foreign  peoples,  particularly  the  Chinese 
and  Levantines,  the  latter  being  collectively  referred  to  as  'Turks'. 
A  well  known  series  of  'Nationals'  by  Kaendler  and  Reinicke 
was  probably  started  soon  after  1748.  The  exact  date  is  not 
known  owing  to  the  destruction  of  factory  records  during  the 
Seven  Years  War.  They  were  adapted  from  engravings  pub- 
lished in  Paris  in  1714,  after  a  set  of  drawings,  Differentes  Nations 
du  Levant,  made  to  the  order  of  M.  le  Comte  de  Ferriol,  French 
Ambassador  to  the  Sublime  Porte  (1706).  As  their  name  implies, 
they  represent  the  hodge-podge  of  various  nationalities  inhabit- 
ing the  countries  bordering  the  eastern  Mediterranean,  Turks, 
Bulgarians,  Persians,  Albanians,  etc.  A  Tartar  and  a  Bulgarian 
Maiden  are  shown  in  (Nos.  20  &  21). 

The  last  set  of  figures  to  be  considered  is  the  'Craftsmen'. 
Again,  owing  to  the  destruction  of  records,  their  exact  date  is  not 
known,  but  they  are  likely  to  have  been  made  about  1750,  and 
are  chiefly  the  work  of  Kaendler,  though  he  was  no  doubt 
assisted  by  Reinicke.  These  subjects  may  also  have  some  con- 
nection with  the  Wirtschften,  as  it  has  been  suggested  they 
represent  Courtiers  masquerading  as  Craftsmen  at  a  Court  fancy 
dress  ball.  The  various  tradesmen  portrayed  arc:  The  Cooper, 
The  Butcher,  The  Potter  (No.  22),  The  Goldsmith,  The  Wheel- 
wright, The  Tinsmith,  The  Coppersmith,  The  'Saddler,  The  Car- 
penter, The  Blacksmith,  The  Sawyer,  The  Tailor  and  The  Sword- 
maker.  In  addition  there  is  a  Tailor  s  Wife  and  a  Shoemaker  s 
Wife.  The  former  is  shown  in  (No.  23).  Lord  Fisher  stated  that  a 
Buttonmaker  and  a  Ropemaker  were  made,  but  examples  of 
them  are  not  known. 

These  figures,  still  lively  and  full  of  vigour,  show  Kaendler 
already  adapting  his  style  to  more  fashionable  rococo  influences. 


The  change  was  inevitable,  but,  judged  in  retrospect,  it  can 
hardly  be  regarded  as  an  improvement. 

Lord  Fisher  made  a  number  of  observations  on  the  marking  of 
early  Meissen  figures  and  groups.  He  pointed  out  that,  although 
according  to  a  decree  of  1731,  all  articles  placed  on  the  market 
were  supposed  to  bear  the  Electoral  crossed  swords  mark,  it  docs 
not  follow  that  it  will  be  distinguishable  on  some  early  figures. 
Those  made  for  the  Elector  himself  bore  no  factory  mark.  In 
other  cases  it  was  painted  in  cobalt  blue  on  the  flat  underneath 
surface  of  the  base.  As  this  came  into  contact  with  the  kiln  it 
could  not  be  glazed,  and  during  the  various  firings  necessary  for 
fusing  the  enamel  colours  with  the  glaze,  the  mark  often  faded  or 
burnt  out.  It  may  sometimes  be  possible  after  careful  examination 
to  discover  a  mark  not  at  first  visible.  Another  reason  for  its 
obliteration  was,  he  suggested,  the  rubbing  down  process 
applied  to  the  underside  of  the  base  in  order  to  obtain  a  smooth 
surface.  Whether  or  not  such  pieces  were  marked  was  however 
of  relatively  small  importance  until  1744  when  the  rival  factory 
at  Vienna  came  under  State  patronage  and  began  to  compete 
with  Meissen  in  the  making  of  figures.  This  necessitated  a  sure 
means  of  identification  and  the  mark  was  accordingly  trans- 
ferred to  the  back  of  the  base  where  a  smaller  version  of  the 
crossed  swords  was  applied  underneath  the  glaze. 

Other  marks  on  figures  in  the  Fisher  Collection  are  the  letters 
K.H.C.  for  Konigliche  Hof-Conditorei,  the  Royal  Court  pantry 
mark.  This  appears  on  a  Lady  with  a  Falcon  of  1746,  not  other- 
wise marked,  and  under  the  Coppersmith  of  about  1750,  which 
also  has  the  crossed  swords  at  the  back.  The  Lady  playing  on  a 
Mandoline  of  about  1747,  in  addition  to  the  crossed  swords  at  the 
back,  has  the  so-called  'Caduceus'  or  'Kite-tail'  incised  under  the 
base.  This  was  copied  from  a  Chinese  mark  of  unknown 
significance,  and  was  used  particularly  on  coffee  cups  for  the 
Turkish  market,  where  the  crossed  swords  might  have  been 
mistaken  for  a  Christian  emblem. 


13.  A  Savoyard  Peasant  by  J.  J.  Kaendler 
(1744),  (Cat.  No.  10). 


14.  A  Map-Seller  by  P.  Reinicke 
(c.  1746-47),  (Cat.  No.  32). 


15.  A  Drummer  'Provencal'  by  Kaendler 
and  Reinicke  (c.  1746-47),  (Cat.  No.  36). 


16.  A  Gardener  by  J.  F.  Eberlein  (c .  1746), 
(Cat.  No.  18). 


17.  The  Gardener's  Wife  by  J.  F.  Eberlein 
(1746),  (Cat.  No.  18). 
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18.  The  Mandoline  Player  by  P. 
Reinicke  (1747),  (Cat.  No.  21). 

19.  The  Elector  masquerading  as  a 
Silver  Miner  by  J.  J.  Kaendler  (c.  1749), 
(Cat.  No.  42). 

20.  A  Tartar  by  Kaendler  and  Reinicke 
(<r.  1749),  (Cat.  No.  47). 

21.  A  Bulgarian  Maiden  by  Kaendler 
and  Reinicke  (c.  1749),  (Cat.  No.  53). 


No.  1 

1735 

Tyrolesc  Dancing  Pair—  eberlein 

BEGGARS 

No.  2 

1736 

Seated  Beggar,  playing  on  a  Lute- kaendler 

No.  3 

1736  ^ 

Seated  Beggar-Woman,  playing  on  a  Hurdy-Gurdy- 

KAENDLER 

No.  4 

1736 

Seated  Beggar,  lighting  his  Pipe-KAENDLER 

No.  5 

1741 

Seated  Beggar,  playing  on  a  Hurdy-Gurdy- 

KAENDLER 

No.  6 

1741 

Seated  Beggar-Woman,  playing  on  Bagpipes- 

KAENDLER 

MISCELLANEOUS 

No.  7 

174*1 

Tyrolese  Dancers-KAENDLER 

No.  8 

1 741 

Bagpiper  (After  J.  Dumont  le  Romain)- kaendler 

No.  9 

1743 

A  Well-armed  Pandur-EBERLEIN 

No.  10 

1744 

Savoyard  Peasant,  carrying  a  baby  in  a  Cradle 

(After  J.  Dumont  le  Rom  ain)— kaendler 

No.  11 

1744 

Tyrolese  Trinket  Scller-REINICKE 

No.  12 

1744 

Hunter  with  his  Dog— reinicke 

No.  13 

1744 

Tyrolese  Trinket  Seller— eberlein 

J 

No.  14 

1744 

Officer  of  the  Guard-EBERLEiN 

No.  15 

1745 

A  Cello  Player— kaendler 

No.  16 

1745 

Fisherman  with  a  Net-KAENDLER 

No.  17 

1746 

Lady  Falconer  (K.H.C.  mark)— eberlein 

No.  18 

1746 

Gardeners  (Made  for  Count  BruhVs  Pantry)— 

EBERLEIN 

No.  19 

1746 

Cook,  holding  a  Westphalian  Ham- kaendler 

No.  20 

1746 

Lady  Cook,  larding  a  Hare-KAENDLER 

No.  21 

1747 

Lady,  playing  on  a  Mandoline  (Crossed  sivords 

mark  &  Kite-tail  i'«ciW)-reinicke 

FOLK  TYPES 

No.  22 

1742 

The  Birdsellcr—  kaendler 

No.  23 

1744 

The  Birdseller's  Wife-REINICKE 

No.  24 

1744 

The  Sower-KAENDLER 

No.  25 

1744 

Woman  with  a  Hen-KAENDLER 

No.  26 

1744 

Vineyard  Proprietor  -kaendler 

No.  27 

1744 

Peasant,  going  to  Market-KAENDLER 

No.  28 

1744 

Seated  Peasant  drinking-KAENDLER 

No.  29 

1744 

A  Drunken  Fisherman- kaendler 

No.  30 

1744 

Old  Woman  selling  Apples— kaendler 

No.  31 

1744 

A  Grape  Picker-KAENDLER 

BOUCHARDON  PARIS  CRIERS 

No.  32  c.  1746-7  A  Map-Seller-REiNiCKE 

No.  33  c.  1746-7  The  Baker's  Boy— reinicke 

No.  34  c.  1746-7  "Vive  Carpe'  (Woman  selling  carp)-REiNiCKE 

No.  35  c.  1746-7  'Le  Vielleur'  (Hurdy-gurdy  player)— kaendler. 

AND  REINICKE 

No.  36  c.  1746-7  'Provencal'  (Drummer)— kaendler  and  reinicke 


No.  37  C.  1746-7  'Chaudronnicr'  ( Tinker' )—  kaendler  and 
REINICKE 

No.  38  r.  1746-7  'Des  Couteaux,  des  Cizcaux,  des  Pcigncs'  {Knives, 

scissors  and  co/// fa)— kaendler  and  reinicke 
No.  39  c.  1746-7  'Crochcteur'  (Porter)-K  a  end  ler  and  reinicke 


MINERS 

No.  40  c.  1749 
No.  41  c.  1749 

No.  42  c.  1749 

No.  43  c.  1749 
No.  44  c.  1749 
No.  45  c.  1749 
No.  46  c.  1749 

LEVANTINE 

No.  47  c.  1749 
No.  48  c.  1749 
No.  49  c.  1749 
No.  50  c.  1749 
No.  51  c.  1749 
No.  52  c.  1749 
No.  53  c.  1749 
No.  54  c.  1749 
No.  55  c.  1749 

COURTIERS 

No.  56  c.  1750 
No.  57  c.  1750 
No.  58  c.  1750 
No.  59  c.  1750 
No.  60  c.  1750 

No.  61  c.  1750 
No.  62  r.  1750 

No.  63  c.  1750 
No.  64  c.  1750 
No.  65  c.  1750 
No.  66  c.  1750 
No.  67  c.  1750 
No.  68  c.  1750 
No.  69  c.  1750 

No.  70  c.  1750 

No.  71  c.  1750 


Mine  Superintendent- k a e n d ler 

Bandmaster,  holding  a  baton  and  sheet  of  music- 

kaendler 

The  Elector  as  Patron  of  the  Saxon  Silver  Miners- 
kaendler 

Miner,  playing  on  a  Lutc-KAENDLER 
Miner,  playing  on  a  Triangle—  kaendler 
Miner,  carrying  a  Pick-KAENDLER 
Miner,  carrying  a  Hod-KAENDLER 

NATIONALS 

A  Tartar-KAENDLER  and  reinicke 

A  Persian—  kaendler  and  reinicke 

A  Persian  Lady-KAENDLER  and  reinicke 

A  Hungarian— kaendler  and  reinicke 

A  Hungarian  Lady-KAENDLER  and  reinicke 

A  B ulgar ian—  kaendler  and  reinicke 

A  Bulgarian  Maiden-KAENDLER  and  reinicke 

An  Albanian-KAENDLER  and  reinicke 

Sultana  Asseki-KAENDLER  and  reinicke 


MASQUERADING  AS  'CRAFTSMEN' 

The  Cooper-KAENDLER  assisted  by  reinicke 
The  Butcher-KAENDLER  assisted  by  reinicke 
The  Potter-KAENDLER  assisted  by  reinicke 
The  Goldsmith—  kaendler  assisted  by  reinicke 
The  Wkcelwright—  kaendler  assisted  by 
reinicke 

The  Tinsmith-KAENDLER  assisted  by  reinicke 
The  Coppersmith  (K.H.C.  &  crossed  swords  mark)- 
kaendler  assisted  by  reinicke 
The  Saddler— kaendler  assisted  by  reinicke 
The  Carpenter-KAENDLER  assisted  by  reinicki 
The  Blacksmith—  kaendler  assisted  by  reinicke 
The  Shoemaker-KAENDLER  assisted  by  reinicke 
The  Sawyer- kaendler  assisted  by  reinicke 
The  Tailor—  kaendler  assisted  by  reinicke 
The  Swordmaker-KAENDLER  assisted  by 
REINICKE 

The  Tailor's  Wifc-K  A  end  ler  assisted  by 

REINICKE 

The  Shoemaker's  Wife- kaendler  assisted  by 

B  I  INICKE 


22.  A  Potter,  from  a  set  of  Craftsmen  by 
Kaendler  (c.  1750),  (Cat.  No.  58). 

23.  The  Tailor's  Wife,  description  as 
above  for  Potter  (Cat.  No.  70). 


Homage  to  Andrew  Rublev 


Tamara  Talbot  Rice 


IT  is  only  during  the  last  forty  years  or  so  that  the  religious  paint- 
ings of  the  Greek  Orthodox  world  have  come  to  be  generally 
appreciated  as  works  of  art  and  that  the  finer  of  the  icons  have  begun 
to  rank  with  the  pictures  which  were  produced  by  the  primitive 
painters  of  Italy.  Some  Byzantine  icons,  such  as  that  of  The  Virgin 
of  Vladimir,  are  now  world  renowned ;  almost  as  well-known  and 
as  admired  is  the  rather  later  rendering  of  the  Old  Testament 
Trinity  by  the  hand  of  the  Russian  artist,  Andrew  Rublev. 

Rublev  was  a  youth  in  1380,  when  the  forces  of  Prince  Dmitri 
Donskoy  shattered  Mamai's  vast  army  and  put  an  end  to  the  myth 
of  Mongol  invincibility.  Henceforth  Russia's  political  independ- 
ence was  but  a  matter  of  time,  and  its  certainty  inspired  a  glorious 
revival  of  the  country's  arts,  and  of  its  religious  and  philosophic 
thought.  Rublev's  style  was  moulded  by  the  new  spirit;  it  had 
crystalised  by  the  last  decade  of  the  fourteenth  century  and,  soon 
after,  his  influence  became  so  great  that  its  effect  can  be  discerned 
in  most  of  the  paintings  which  were  produced  in  Russia  through- 
out the  fifteenth  century.  It  was  the  marvellous  delicacy  and 
fluidity  of  Rublev's  drawing,  the  glorious  luminosity  and  harmony 
of  his  colours,  and  the  aetherial  and  deeply  devout  character  of  his 
figures  that  invested  his  works  with  the  startling  beauty  and  the 
profound  spirituality  which  his  contemporaries  found  so  moving, 
and  which  continue  to  be  as  deeply  admired  today. 

Very  little  information  concerning  Rublev  has  been  preserved. 
It  is  known  that  he  became  a  monk  at  quite  an  early  age,  being 
attached  to  the  Troitsa-Sergeevskaya  Lavra  at  Zagorsk  and  that 
he  was  also  associated  with  the  Andronikov  Monastery.  It  is 
known  that  he  helped  to  beautify  both,  and  that  he  also  worked 
at  Zvenigorod,  Moscow  and  Vladimir.  Yet  neither  the  date  of  his 
birth  nor  that  of  his  death  is  exactly  established.  It  is  clear  that 
he  must  have  been  born  sometime  between  1360  and  1370,  and 
that  his  death  must  have  occured  between  1427  and  1430.  Internal 
evidence  in  fact  suggests  that  he  was  most  probably  born  in  or 
around  the  year  1360.  In  consequence  the  Soviet  Government  de- 
cided some  time  ago  to  celebrate  throughout  the  current  winter 
the  sixth  hundredth  anniversary  of  Rublev's  birth.  Exhibitions  of 
his  works  are  being  held  at  present  in  Moscow  and  Leningrad, 
whilst  the  Union's  leading  publishing  concerns  have  produced  a 
number  of  books  devoted  to  the  man  and  his  achievements.  These 
publications  range  from  attractive  picture  books  to  small  hand- 
books, from  works  of  scholarship  to  gallant  attempts  at  reconstruc- 
ting the  painter's  life  for  the  benefit  of  youthful  readers  regard- 
less of  the  lack  of  definite  data.  A.  Yagodovskaya  has  produced  no 
less  than  three  different  illustrated  booklets,  each  of  which  serves 
as  a  good  introduction  to  the  painter's  work.  Two  of  these  out- 
line his  career  and  both  bear  his  name  as  their  title.  One  is  pub- 
lished in  The  Soviet  Artists'  Series  at  the  price  of  1  rouble  60, 
whilst  the  other  was  produced  for  the  department  concerned 
with  Works  of  Art  and  costs  3  roubles.  Her  third  booklet,  priced 
at  only  1  rouble,  is  devoted  to  Rublev's  icon  of  The  Old  Testa- 
ment Trinity.  V.  Primitkov,  undeterred  by  the  scarcity  of 
authenticated  facts,  has  produced  a  two  hundred  page  biography 
for  the  'Young  Guard'  publishing  house  as  an  addition  to  the 
series  of  books  dealing  with  the  Lives  of  Remarkable  People.  It  is 
priced  at  5  roubles  50.  ^ 


The  majority  of  these  books  will  prove  useful  to  tourists,  but 
the  inclusion  of  two  works  of  distinction  by  well-known  scholars 
will  be  welcomed  alike  by  the  more  serious  students  and  by 
specialists.  Both  these  volumes  are  slender  octavos  and  both  bear 
the  artist's  name  as  their  title,  but  the  one  is  accompanied  by  a  text 
from  the  pen  of  M.  V.  Alpatov,  and  the  other  by  that  of  V.  N. 
Lazarev.  Alpatov's  volume  has  33  pages  of  text  and  60  illustra- 
tions, four  of  which  are  in  colour,  and  is  published  at  12  roubles 
25 ;  Lazarev's  volume  costs  24  roubles  and  has  only  23  pages  of 
text;  but  of  its  64  illustrations  21  are  in  colour.  The  volumes  are  to 
a  great  extent  complementary,  for  few  of  the  illustrations 
duplicate  each  other  and  each  of  the  authors  approaches  his  sub- 
ject from  a  different  angle:  so  that  the  combined  texts  succeed  in 
providing  the  reader  with  a  very  comprehensive  survey.  Thus,  in 
his  informative  and  extremely  readable  text,  Alpatov  sets  out 
to  present  Rublev  in  relation  to  his  period,  whereas  Lazarev's 
concise  and  lucid  essay  is  primarily  devoted  to  analysing  the 
artist's  style  and  to  attempting  to  establish  a  list  of  his  surviving 
works. 

Lazarev  is  inclined  to  accept  the  view  that  Rublev  received  his 
training  as  an  artist  from  the  monk  Prokhor  of  Gorodetz  when 
both  men  belonged  to  the  fraternity  of  the  Troitza-Sergeevskaya 
Lavra.  Rublev  appears  to  have  attracted  the  attention  of  the 
monastery's  founder  (St.  Sergius  of  Radonej)  from  the  start,  and 
it  may  have  been  through  this  prelate's  influence  that,  about  the 
year  1404,  he  became  employed  by  Yuri,  Prince  of  Zvenigorod, 
on  decorating  both  the  Church  of  the  Assumption  and  that  of  the 
Savin-Storojevsky  Monastery  in  that  town. 

In  1405  Rublev's  name  appears  in  a  chronicle  for  the  first  time, 
the  entry  recording  that  he  had  been  engaged — together  with  his 
master  Prokhor  and  with  Theophanes  the  Greek,  who  is  assuredly 
one  of  the  foremost  religious  painters  of  the  period — in  carrying 
out  the  mural  decorations  and  the  icons  required  for  the  Cathedral 
of  the  Annunciation  which  had  recently  been  built  in  Moscow's 
Kremlin  enclosure.  His  superb  series  of  icons  for  the  Festival  tier 
of  its  iconostasis  survive  to  this  day.  Yet,  by  1408,  Rublev  was  no 
longer  in  Moscow.  Instead,  he  was  hard  at  work  in  Vladimir, 
decorating  the  Cathedral  of  the  Assumption  there.  By  141 1  he 
appears  to  have  been  back  in  Moscow,  perhaps  in  the  Monastery 
at  Zagorsk;  for  it  was  probably  in  that  year  that  he  painted  his 
icon  of  The  Old  Testament  Trinity  for  the  monastery's  cathedral- 
church  of  the  Trinity,  doing  so  in  memory  of  its  founder,  the 
recently  deceased  St.  Sergius  of  Radonej.  Although  this  painting 
made  him  renowned  throughout  Russia  nothing  is  known  of  his 
subsequent  activities  until  the  year  1425  when,  at  the  wish  of  Nikon 
Sergius's  successor  at  the  Lavra,  Rublev  and  his  friend,  the  painter 
Danila,  set  to  work  on  adorning  the  walls  and  the  iconostasis  of 
their  monastery's  cathedral  church.  Nikon,  however,  died  in 
1427,  and  it  is  probable  that  Rublev  did  not  long  outlive  him. 
Alpatov  and  Lazarev's  books  pay  fitting  tribute  to  Rublev's 
wonderful  achievements.  They  show  him  to  be  an  artist  of  the 
first  rank  and  one  whose  reputation  will  continue  to  grow.  He  is 
Russia's  Fra  Angelico,  and  it  is  pleasant  to  find  his  native  land 
honouring  his  memory  by  celebrating  the  anniversary  of  his 
birth,  in  these  various  ways. 


104 


1.  Icon  of  the  Apostle  Paul,  painted  by  Ruble v  whilst  in 
Zvenigorod  in  the  opening  years  of  the  fifteenth  century. 
The  Tretiakov  Gallery,  Moscow. 

2.  The  figure  of  Christ,  from  a  Deesis  painted  by  Rublev  in  the 
opening  years  of  the  fifteenth  century.  The  Tretiakov  Gallery. 

3.  The  Annunciation,  an  icon  painted  by  Rublev  in  about 
1405.  The  Tretiakov  Gallery. 

4.  Detail  showing  the  Archangel  Gabriel's  head  from  the  icon 
of  the  Annunciation  after  restoration. 

5.  The  icon  of  The  Old  Testament  Trinity,  painted  by  Rublev 
in  about  141 1  and  now  preserved  in  the  Tretiakov  Gallery. 
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Malaga  Clay  Figures 


Peter  Winckworth 


IN  his  Journey  from  Gibraltar  to  Malaga  (2nd  ed.  1780)  Francis 
Carter  wrote :  'Malaga  yields  a  clay,  which  is  inimitable  for  the 
composition  of  images,  as  it  not  only  receives  and  preserves 
every  impression,  but  maintains  itself  without  cracking  in  the 
oven,  where  they  obtain  an  hardness  and  solidity  equal  to 
porcelain.  The  Spaniards  colour  and  varnish  them  very  highly'. 

During  the  first  half  of  the  nineteenth  century  no  less  than 
seven  of  those  who  published  in  English  the  story  of  their 
travels  in  Andalucia  refer  to  the  clay  figures  made  and  sold  at 
Malaga.  These  figures  represent  a  successful  effort  to  cater  for 
what  was  then  a  tourist  market.  In  those  days  the  tourists  were 
the  richer  gentry  who  made  the  grand  tour,  or  a  part  of  it.  Indeed 
those  who  included  Spain  in  their  journey  were  among  the  more 
adventurous.  This  fact  probably  explains  why  examples  of  these 
Malaga  figures  are  more  easily  found  today  in  England  than  in 
Spain. 

There  has  been  a  ceramic  industry  at  Malaga  since  the  tenth 
century.  From  the  start  of  the  eighteenth  century,  or  a  little 
earlier,  artists  in  the  south  of  Spain  were  making  models  in 
clay — and  sometimes  of  polychromed  wood — but  at  the  start 
these  were  religious  figures.  They  produced  a  group  of  small 
figures  such  as  made  a  Christmas  crib  or  a  scene  from  the 
Passion.  There  were  schools  of  sculptors  making  these  groups 
and  images  for  convents  and  the  larger  private  houses  not  only 
in  Andalucia,  but  also  in  Valencia  and  Murcia. 

Later,  and  influenced  by  the  Romantic  movement,  these 
artists  produced  secular  figures  and  groups.  The  author  of  A 
Summer  in  Andalucia  described  the  furnishings  in  a  typical  Cadiz 
house  in  1839  as  'a  glass  chandelier;  a  globe  of  gold  fish;  a 
French  clock;  or  a  clay  figure  in  Andalucian  costume,  under  a 
glass  case,  on  a  marble  slab,  complete  the  decorations  of  the 
apartment'. 

In  Andalucia  the  productions  from  Seville  (by  Penas  or  Marin) 
and  from  Granada  (by  Roman  or  Perez)  are  easily  distinguishable 
from  those  of  Malaga  (the  large  collection  of  figures  in  the  Casa 


de  los  Tiros  at  Granada  are  all  recently  made  and  coloured  from 
the  moulds  which  were  used  by  Roman  in  the  early  nineteenth 
century  and  lately  in  the  possession  of  his  descendants). 

Of  the  Malaga  school  two  names  are  important :  Leon  and 
Cubero.  Rafael  Guiterrez  de  Leon  Atane  was  born  in  1805  and 
died  in  1856.  He  became  subject  to  attacks  of  paralysis  which 
compelled  him  to  do  his  work  sitting  down  and  with  his  left 
hand.  It  was  he  who  developed  the  production  of  these  clay 
figures  in  their  secular  and  popular  form.  Leon's  father  Salvador 
and  his  grandfather  Antonio  Guiterrez  de  Leon  were  skilled 
sculptors,  examples  of  whose  work  were  in  the  earlier  religious 
tradition. 

Jose  Cubero,  also  the  son  of  a  distinguished  sculptor,  had  a 
shop  in  the  Pasaje  de  Heredia,  Malaga,  and  was  at  work  during 
the  first  half  o^  the  nineteenth  century.  He  is  referred  to  by  name 
both  in  Mrs.  Romer's  The  Rhone,  the  Darro  and  the  Guadalquivir 
(1843)  and  in  Richard  Ford's  Handbook  (1845). 

William  Cullen  Bryant,  an  American,  in  his  Letters  from  Spain 
(pub.  London,  1859)  thus  described  Cubero's  work  in  a  letter 
from  Malaga  written  in  December,  1857:  'At  Malaga  they  make 
with  great  cleverness  little  images  of  baked  earth,  representing 
the  different  costumes  seen  in  the  south  of  Spain.  The  artist  who 
at  present  enjoys  the  greatest  reputation  is  Jose  Cubero,  though  I 
believe  he  has  his  rivals.  In  his  collection  you  see  the  map  and  the 
maja,  the  Andalusian  dandy  and  his  mate;  gipsy  men  and 
women;  peasants  of  both  sexes,  on  foot  or  on  donkeys;  young 
people  dancing  in  holiday  dresses;  hidalgos  on  horse-back 
wrapped  in  their  ample  cloaks;  priests  in  their  enormous  hats; 
bandits  of  the  mountains ;  soldiers ;  members  of  the  civil  guard, 
with  their  carbines,  and  I  know  not  how  many  more.  After  the 
figures  have  been  subjected  to  a  strong  heat,  they  come  out  of  the 
oven  with  a  clean,  sharp  outline  and  of  a  soft  cream  colour;  a 
workman  then  takes  them,  and  with  a  pencil  paints  the  hair, 
tints  the  eyes  and  face,  stains  the  gaiters,  tracing  them  with  em- 
broidery, and  gives  every  part  of  the  dress  its  proper  line.  The 


106 


107 


(Above  left).  Majo  and  Contrabandista. 
(Above  right).  Mendigo  and  Militar. 
(Below).  Caballero. 


spirit  with  which  these  little  figures  and  groups  are  designed,  and 
the  skill  and  ingenuity  with  which  they  are  executed,  show  a 
capacity  for  the  plastic  art  which  only  needs  due  encouragement 
to  raise  it  to  something  more  noble'. 

Examples  of  Cubero's  figures  are  not  easy  to  find  in  Spain.  I 
know  of  none  in  Malaga.  In  Madrid  there  are  about  six  examples 
in  the  charming  and  little  visited  Museo  Romantico,  Calle  San 
Mateo.  Senor  Don  Mariano  Rodrigues  de  Rivas,  until  recently 
curator  of  this  museum,  has  some  in  his  private  collection  and  he 
contributed  an  essay  on  Cubero's  figures — Las  Figures  de  Barro 
Espanoles — with  illustrations  from  his  collection,  to  Vertice 
(Ano:  VII  1945.  Numero  81-82,  pages:  48/49). 

The  single  standing  figures  average  12  inches  in  height.  Their 
bases  are  of  wood,  either  dark  stained  or  coloured  with  a  marble 
effect.  Most  have  a  small  label  or  ticket  which  reads:  JOSE 
CUBERO/ESCULTOR/Pasaje  de  Heredia  No.  21 /MALAGA. 
An  alternative  thinner  label  with  simpler  typography  reads: 
JOSE  CUBERO/Pasaje  de  Heredia/ Malaga. 

The  mounted  groups  are  proportionately  larger.  One  in  my 
collection — of  which  some  are  here  illustrated — of  a  mounted 
caballero  stands  15^  inches  from  base  to  top,  and  the  base  of  a 
group  showing  a  bull  and  a  picador  is  22  inches  by  8  inches. 


The  Tapestry  Room 
from  Croome  Court 


James  Parker 


THE  spectacular  Tapestry  Room  from  Croome  Court, 
Worcestershire,  seat  of  the  Earls  of  Coventry,  has  recently 
opened  to  the  public  at  the  Metropolitan  Museum  of  Art.  The 
room  and  the  greater  part  of  its  original  contents  were  given  to 
the  Museum  by  the  Samuel  H.  Kress  Foundation. 

The  crimson  ground  basse  lisse  tapestry  covering  the  walls  and 
seat  furniture  flood  the  room  with  colour.  They  were  com- 
missioned by  the  6th  Earl  of  Coventry  in  Paris  in  August,  1763, 
from  the  workshop  of  Jacques  Neilson  at  the  Royal  Gobelins 
Manufactory.  They  were  the  first  set  of  this  design  to  be  woven, 
with  four  oval  medallions  after  cartoons  by  Francois  Boucher 
portraying  scenes  from  classical  mythology  that  symbolize  the 
elements.  Wall  tapestry  panels  of  this  period  were  usually  fitted 
into  architectural  frames,  and  Lord  Coventry's  tapestries  were 
unique  for  the  time  in  being  carried  around  four  walls  of  a  room 
and  filling  the  space  from  chair  rail  to  cornice.  Other  Englishmen 
proceeded  to  follow  the  example  he  set,  and  subsequent  tapestry 
rooms  were  constituted  at  Newby,  Weston  Park,  Moor  Park, 
Osterley,  and  Welbeck  Abbey. 

The  building  of  Croome  Court  had  been  entrusted  in  1751  to 
the  landscape  gardener  'Capability'  Brown,  who  was  also 
responsible  for  the  plan  of  the  grounds.  The  decoration  of  the 
house  was,  however,  finished  by  Robert  Adam  who  provided 
designs  for  Lord  Coventry  from  1760  to  1781.  The  scheme  of  the 
tapestry  room  was  Adam's,  as  was  that  of  the  adjoining  library, 
and  the  gallery.  The  library,  with  its  Palladian  window,  was  in 
the  east  pavilhon  of  the  south  front  of  Brown's  building,  and  the 
two  windows  of  the  tapestry  room  came  next.  Adam's  bills 
survive  as  well  as  those  of  the  craftsmen  who  worked  on  the 
house,  so  that  the  creators  of  the  room's  architectural  setting  are 
clearly  designated. 

The  ceiling  was  taken  from  an  existing  design  by  Adam,  dated 
January  1763,  for  which  he  charged  the  Earl  .£10  10s.  It  was 
executed  in  the  course  of  the  year  by  the  plasterer  Joseph  Rose 
and  cost  ^48.  The  carved  wood  baseboard,  the  chair  rail  and 
floral  guilloche  moulding  around  the  windows  were  the  work  of 
Sefferin  Aiken,  whose  bill  dated  16th  June,  1764,  specifies 
'.  .  .  Windows  in  Tapestry  Room — 46  ft.  of  Golloss  ...  348 
flowers  to  Do.  of  4  Different  Sorts .  .  .'. 

The  tablet  of  lapis  lazuli  measuring  sixteen  by  six  inches  in  the 
centre  of  the  chimneypiecc  frieze  was  almost  certainly  provided 
by  Joseph  Wilton  in  May,  1760:  'To  value  of  a  Tabblet  of  true 
lapis  lazuli  feneer'd  measuring  i6|  ins.  x  6  ins'.  The  red  Verona 
marble  chimneypiece  with  white  trim  may  be  the  one  by  John 
Wildsmith  'on  Merona  ground'  which  he  carved  in  1760  and 
reset  in  1763. 


(Above).  Croome  Court,  as  seen  by  Richard  Wilson  in  1758. 


(Below).  George  William,  6th  Earl^of  Coventry,  by  Allan  Ramsay,  1764. 
Both  illustrations  are  reproduced  by  courtesy  of  the  Croome  Estate  Trust. 
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(Left  and  below).  Floor  plan  and  elevation  of  the  south  front. 
The  Tapestry  Room,  here  called  Breakfast  Room,  is  between 
the  Library  and  the  Salon.  From  VToolfe  and  Gandon's 
Vitruvius  Brittanicus,  1771. 

FACING 

(Above).  The  marble  chimneypiece,  possibly  carved  by  John 
Wildsmith  in  1 760,  showing  the  oblong  tablet  of  lapis  lazuli 
in  the  centre  of  the  frieze,  provided  by  Joseph  Wilton  the 
same  year.  This  also  shows  a  part  of  the  Tapestry  Room  as 
now  set  up  in  the  Metropolitan  Museum. 

(Below  left).  The  plaster  ceiling  of  the  Tapestry  Room, 
executed  by  Joseph  Rose  after  a  design  (in  the  Soane  Museum  1 
by  Robert  Adam  dated  January,  1763,  as  now  installed  in 
New  York. 

(Below  right).  Detail  of  the  chair  rail  and  window  mould- 
ing, showing  the  'Golloss'  and  'flowers  ...  of  4  Different 
Sorts'  carved  by  Sefferin  Aiken  in  1764. 
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FACING 

The  window  wall  showing 
the  pier  mirror  supplied  in 
1769  by  Ince  and  Mayhew, 
and  the  carved  and  gilded 
pier  table  with  marble  top 
made  by  John  Wildsmith  for 
Lord  Coventry  in  1759. 


(Above).  Medallion  of  Aur- 
ora and  Cephalus,  taken 
from  a  cartoon  by  Francois 
Boucher,  woven  at  the  Jac- 
ques Neilson  workshop  of 
the  Royal  Gobelins  Manu- 
factory. 


(Left).  One  of  a  pair  of  gilt- 
bronze  candelabra,  possibly 
made,  c.  1770,  in  Matthew 
Boulton's  Soho  workshop 
after  a  design  by  Robert 
Adam. 


The  names  of  the  tradesmen  patronized  by  Lord  Coventry  arc 
also  preserved  on  the  bills  which  he  kept.  The  bill  of  the  cabinet- 
makers Ince  and  Mayhew  dated  5th  October,  1769,  gives  an 
accurate  description  of  the  set  of  six  carved  and  gilded  armchair 
and  two  settee  frames,  made  to  be  covered  with  tapestry:  '6 
Large  Antique  Elbow  Chairs,  with  Oval  Backs  carv'd  with 
Double  husks  &  ribbon  knot  on  top,  Gilt  in  the  Best  Burnish'd 
Gold,  Stuff 'd  with  Bcsthair,  in  Linen — Backt  with  Fine  Crimson 
Tammy — proper  for  covering  with  Tapistry  in  the  Country  .  . . 
2  Settees . . .  Stuff 'd  and  Cover'd  to  match  the  Chairs ...  10  setts  of 
Castors  with  Screws  &  fixing  to  the  Chairs  &  Sofas . . .'.  This  set 
of  furniture  suffered  vicissitudes  after  it  was  sold  with  the  wall 
tapestries  in  the  1900's,  for  at  some  time  the  tapestry  covers  were 
separated  from  the  frames,  and  were  put  on  modern  chairs,  while 
the  old  frames  were  lost  sight  of.  By  the  greatest  luck,  the  whole 
set  of  original  frames  was  traced  shortly  before  the  opening  of  the 
room,  and  acquired  for  the  Museum  by  the  Kress  Foundation. 
At  this  time  it  was  discovered  that  they  had  retained  their  gild- 
ing, most  of  their  tammy  backs,  as  well  as  the  horsehair  stuffing 
and  castors. 

The  nine  foot  high  pier  mirror  between  the  windows  is 
described  in  another  item  from  Ince  and  Mayhew's  1769  bill: 
'A  Large  Architect  Pier  Frane,  fluted,  richly  carv'd  with  shell  on 
top,  festoons  and  drops  of  double  husks  down  the  sides,  goates 
head  at  bottom  gilt  in  the  very  best  Double  Burnish'd  Gold  .  .  .'. 
This  mirror  cost  ^35,  while  the  mirror  glass  was  bought 
separately  and  probably  cost  a  good  deal  more. 

Below  the  mirror  stands  a  six-legged  gilded  wood  pier  table, 
its  apron  carved  with  a  floral  guilloche  similar  to  that  of  the 
window  moulding.  This  table  was  probably  executed  about  1764 
when  the  wood  carving  was  done  on  the  room.  A  bill  indicates 
that  its  black  marble  slab  inset  with  176  coloured  stones  and 
marbles  was  supplied  by  John  Wildsmith  in  1759.  Wildsmith, 
who  may  also  have  been  the  sculptor  of  the  mantelpiece,  wrote 
in  his  bill :  'To  a  rich  fineared  Marble  Table  in  squairs  of  all  the 
curious  sorts  of  marbles,  No.  176  sqrs.  in  Do'.  Such  tops  were 
formerly  thought  to  be  of  Italian  workmanship.  Many  of  the 
stones  used  in  the  top,  the  lapis  lazuli,  heliotrope,  onyx,  jasper, 
porphyry,  and  others  were  undoubtedly  quarried  in  Italy. 

The  remaining  pieces  of  furniture  which  at  one  time  were  in 
the  room  and  have  been  recovered  and  replaced  there  are  a 
marquetry  commode  made  for  the  Earl  of  Coventry  in  1 764  by 
Peter  Langlois,  and  a  pair  of  carved  and  gilded  wood  pedestals  of 
about  the  same  date,  lent  by  the  Philadelphia  Museum  of  Art. 
The  pedestals  now  hold  a  pair  of  gilt  bronze  tripod  candelabra 
after  a  design  by  Robert  Adam,  possibly  made  in  the  Soho  work- 
shop of  Matthew  Boulton  about  1770. 

Ince  and  Mayhew,  who  styled  themselves  'Cabinetmakers  and 
Upholders'  also  provided  the  pelmets  and  curtains  for  the  room, 
and  their  bill  of  1769  specifies  the  materials  used,  including  '13 
Yards  of  Super  fine  Crimson  Tammy'  and  '15  Yards  of  rich 
Crimson  Silk  Lace'.  These  indications  have  been  used  to  replace 
the  lost  original  festoon  curtains  with  modern  copies. 

The  rug  on  the  original  oak  floor  is  an  Isfahan  of  the  sort  Lord 
Coventry  might  have  used.  He  bought  Persian  as  well  as  English 
carpets  from  Thomas  Moore,  and  also  furnished  his  house  with 
Wilton  rugs. 

A  kind  fate  has  presided  over  the  rcconstitution  of  the  Croome 
Court  room,  parts  of  which  were  so  widely  scattered.  With  this 
room,  and  the  adjoining  dining  room  from  Lansdowne  House, 
completed  from  Adam's  designs  in  1768,  the  Metropolitan 
Museum  can  boast  an  unsurpassed  ensemble  of  English  decorative 
schemes  of  the  1760's. 
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Some  Oil  Portraits  in  the 
British  Museum 

J.  R.  Fawcett  Thompson  and  F.  Gordon  Roe 


THOUGH  the  British  Museum  is  not  normally  associated 
with  oil  paintings  of  the  English  School,  it  in  fact  possesses  a 
number  of  portraits  in  that  medium  which  form  no  part  of  the 
recognized  collections  and  are  not  accessible  to  ordinary  visitors, 
apart  from  a  few  works  possibly  familiar  to  students  and  'readers'. 
Gracing  the  maroon  walls  of  the  Board  Room  or  hanging 
austerely  in  Students'  Rooms  and  Director's  Office,  these 
portraits — mostly  of  Principal  Librarians,  Benefactors  and  other 
persons  historically  involved  in  the  origins  or  development  of  the 
collections — may  perhaps  be  described  as  forming  part  of  the 
Museum's  furniture,  though  many  are  anything  but  'furniture 
pictures'  in  the  derogatory  sense  of  that  term.  They  include 
important  works  by  masters  as  well  as  some  which,  if  by  anony- 
mous hands,  have  none  the  less  a  particular  interest. 

No  attempt  is  made  here  to  discuss  more  than  a  few  of  these 
portraits,  those  selected  being  of  eighteenth-  and  early  nineteenth- 
century  origin.  For  this  reason  is  omitted  the  fine  example  (on 
wood)  by  Cornelius  Johnson  (1593-1662/4)  portraying  Sir 
Robert  Bruce  Cotton,  1st  Bt.,1  founder  of  the  Cottonian  Library; 
but  to  ignore  Sir  Thomas  Lawrence's  noble  portrait  of  Sir  Joseph 
Banks,  1st  Bt.,  which  dominates  the  Board  Room,  would  be  to 
present  Hamlet  without  the  Prince  of  Denmark.  In  1946,  this  large 
canvas  was  fittingly  described  as  'with  the  exception  of  a  cast  of  a 
cameo  of  Macaulay,  the  only  portrait  of  a  member  of  the  Board 
which  adorns  the  Board  Room;  and  it  is  the  finest  work  of  art 
there'.2 

Exhibited  at  the  Royal  Academy  in  1806  and  later  presented  to 
the  Museum  by  Rev.  Daniel  Lysons,  the  antiquarian  topographer, 
this  virile  painting  by  Lawrence  (1769-18  30)  has  been  engraved 
several  times,  notably  by  Antoine  (Anthony)  Cardon  (1772-18 13) 
after  a  drawing  by  W.  Evans  for  Cadell's  British  Gallery  of 
Contemporary  Portraits,  Vol.  I  (1822),  when  the  original  painting 
was  still  described  as  being  in  the  possession  of  the  donor's 
brother  and  collaborator  Samuel  Lysons,  who  had  died  in  18 19. 3 

An  interesting  accessory  of  Lawrence's  Banks  composition  is  its 
representation  of  the  Royal  Society's  Mace,  given  to  the  Society 
by  King  Charles  II  and  at  one  time  erroneously  supposed  to  be 
the  'Bauble'  removed  by  Cromwell's  order  from  the  House  of 
Commons;4  and  this  is  also  a  significant  feature  of  an  earlier 
portrait  in  the  Board  Room — the  full-length  canvas  of  Sir  Hans 
Sloane,  Bt.  The  latter  painting  was  long  regarded  as  being  by 
Sir  Godfrey  Kneller  (1646-1723),  though  as  presumably  Sloane  is 

1  A.J.  Finberg.  Chronological  List  of  Portraits  by  Cornelius  Johnson,  Walpole  Soc,  X. 
(1922),  No.  40. 

2  Arundell  Esdaile.  The  British  Museum  Library  (1946),  p.  187. 

3  Other  engravings  of  Lawrence's  portrait  of  Banks  include  small  plates  by  T. 
Woolnoth  (publ.  1823)  and  H.  Robinson  (publ.  1831),  the  latter  print  (for  Lodge's 
Portraits)  describing  the  painting  as  being  'In  the  British  Museum'. 

4  The  'Bauble'  myth  was  exploded  by  Charles  Edward  Weld.  A  History  of  the 
Mace  given  to  the  Royal  Society  by  King  Charles  II  (1846). 


here  seen  in  his  capacity  as  President  of  the  Royal  Society  (1727- 
41)  there  is  a  positive  datal  objection  to  such  an  assignment.  John 
Vanderbank  (c.  1694-1739)  has  been  tentatively  suggested  in 
Kneller's  stead ;  and  in  view  of  technical  affinities  between  this 
portrait  and  certain  works  by  Vanderbank,  among  them  his 
Samuel  Clarke,  D.D.  (National  Portrait  Gallery)  and  Edmund 
Gibson,  Brshop  of  London  (Bodleian  Library),  the  proposal  is 
worthy  of  consideration.  The  sitter's  elaborate  chair,  surmounted 
by  the  Royal  Society's  armorial  achievement,  can  be  contrasted 
with  one  seen  in  a  portrait  of  Sloane  by  Stephen  Slaughter  (c. 
1690/95-1765),  painted  in  1736  and  now  at  the  National  Portrait 
Gallery,6  the  latter  work  being  clearly  by  another  hand  than  that 
of  the  'Kneller- Vanderbank'  composition.8 

These  pictured  chairs  pose  a  problem  on  their  own  account  as, 
apart  from  their  armorial  ensigns,  they  do  not  resemble  each 
other  nor  do  they  resemble  the  Presidential  Chair  still  in  use  in 
the  Meeting  Room  of  the  Royal  Society. 7  The  last-named  was 
presented  to  the  Royal  Society  by  Sir  Joseph  Banks  (President, 
1 778-1 820),  and  it  is  understood  that  the  Society  has  no  knowledge 
of  having  possessed  an  earlier  Presidential  Chair.  It  may  be  argued 
that  in  respect  of  the  peculiarly  constructed  'Kneller- Vanderbank' 
chair  aesthetic  convention  was  at  work,  perhaps  based  on  designs 
in  some  pattern  book  of  the  type  of  Sixty  Different  Sorts  of 
ORNAMENTS  Invented  by  GAETANO  BRUNETTI  Italian 
Painter:  Very  Useful  to  Painters,  Sculptors  [  &c],  published  'June 
ye  25.1736',  with  plates  engraved  by  J.  Roque  and  by  H.  Fletcher 
after  Brunetti.  But  the  fairly  close  correspondence  between  the 
armorial  cresting  on  all  three  chairs,  coupled  with  the  detail  that 
the  cresting  actually  existing  on  the  Banks  chair  appears  to  be  of 
earlier  date  than  the  rest  of  the  structure,  invites  speculation  as  to 
whether  there  was  in  fact  an  older  chair  of  which  it  is  the 
surviving  relic. 

5  A.  C.  Sewter.  Stephen  Slaughter:  A  Minor  British  Painter  of  the  Eighteenth  Century 
in  The  Connoisseur,  March,  1948,  p.  11  (with  illustration). 

6  A  bust  portrait  of  Sloane  by  Kneller,  belongs  to  the  Royal  Society ;  a  full-length 
by  Jonathan  Richardson  the  Elder,  1730,  given  by  the  sitter  to  the  Bodleian 
Library,  1731,  was  transferred  to  the  Examination  Schools  in  1927. 

7  This  chair  is  depicted  in  a  version,  belonging  to  the  Royal  Society,  of  an 
imperious  portrait  of  Banks  by  Thomas  Phillips,  R.A.,  who  was  responsible  for  a 
number  of  paintings  of  this  sitter. 


i.  Rt.  Hon.  Sir  Joseph  Banks  (1743-1820),  K.B.  (later  G.C.B.),  and  1st 
Bt.,  P.C.,  P.R.S.,  Trustee  and  Benefactor  of  the  British  Museum.  By  Sir 
Thomas  Lawrence,  P.R.A.,  canvas,  40  in.  X  50  in.  As  well  as  accompany- 
ing Captain  Cook's  circumnavigation  (1768-71),  Banks  travelled  in  New- 
foundland and  Iceland,  giving  his  MSS.  and  printed  books  of  the  latter 
country  to  the  Museum  (1773  and  1783).  Until  recently,  the  library  he 
bequeathed  was  housed  in  the  Banksian  Room  at  the  Museum  where  was 
also  the  bronze  bust  of  him  by  Hon.  Anne  Seymour  Damer  (1748-1828) 
now  in  the  King's  Library.  By  courtesy  of  the  Trustees  of  the  British  Museum. 
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2.  Sir  Hans  Sloanc  (1660-1753),  >s<  Bt.,  I'. U.S.,  Naturalist  and  Collector. 
I  nglish  School  (formerly  assigned  to  Kncllcr;  perhaps  by  John  Vandcr- 
bank),  canvas,  60  in,  X  76  in.  Of  Scottish  descent,  Sloanc  received  the 
degree  oi  doctor  of  physic  at  the  University  of  Orange  in  1683,  and 
attended  both  Queen  Anne  and  King  George  II.  He  was  President  of  the 
Royal  College  of  Physicians  (1719-35),  and  of  the  Royal  Society  (1727-41). 
Among  his  enormous  collections  bought  for  the  nation  in  1754  were  the 
4,200  MSS.  and  40,000  printed  books  which  formed  the  principal  founda- 
tion collection  of  the  British  Museum  library.  A  terracotta  model  by  John 
Michael  Rysbrack  (1693-1770)  for  the  head  of  his  marble  statue  of  Sloane 
in  the  Apothecaries'  Gardens,  Chelsea,  is  in  the  King's  Library  at  the 
Museum.  By  courtesy  of  the  Trustees  of  the  British  Museum. 

3.  Humfrey  Wanley  (1672-1726),  F.R.S.,  F.S.A.,  'Library-Keeper'  to 
Robert  and  Edward  Harley,  1st  and  2nd  Earls  of  Oxford  and  Mortimer.  By 
Thomas  Hill  (171 1),  canvas  38  in.  X  50  in.  Born  at  Coventry,  where  he 
was  apprenticed  to  a  draper,  Wanley  studied  at  Oxford,  becoming 
Assistant  Librarian  of  the  Bodleian  in  1696,  Secretary  of  the  S.P.C.K., 
Assistant  Secretary  of  the  Royal  Society,  and  principal  founder  and  first 
Secretary  of  the  Society  of  Antiquaries.  One  of  the  most  learned  men  of  his 
day,  his  ability  was  largely  responsible  for  the  quality  of  the  great  Harleian 
library  of  MSS. — a  foundation  collection  of  the  Museum.  There,  also,  is  his 
Diary  and  his  correspondence.  This  portrait  was  presented  by  Herbert 
Wcstfaling,  1761.  By  courtesy  of  the  Trustees  of  the  British  Museum. 

4.  Gowin  Knight  (1713-72),  F.R.S.  and  Copley  medallist,  first  Principal 
Librarian  of  the  British  Museum  from  1756-72.  By  Benjamin  Wilson, 
canvas,  40  in.  X  50  in.  Knight  (M.A.,  Magdalen  College,  Oxford; 
M.D.),  was  a  scientific  experimenter,  his  improved  compass  being  adopted 
by  the  Royal  Navy  in  1752  when  he  received  the  sum  of  £300  for  'bring- 
ing the  Mariners'  Compass  to  perfection'  (King's  Warrants:  1st  July,  1752, 
p.  106).  He  died  at  the  Museum  8th  June,  1772,  and  according  to  the 
registers  of  St.  George's,  Bloomsbury,  was  buried  on  15th  June  in  the  parish 
graveyard,  known  today  as  St.  George's  Gardens,  adjoining  the  site  of  the 
Foundling  Hospital.  By  courtesy  of  the  Trustees  oj  the  British  Museum. 


Originally  in  the  British  Museum,  Slaughter's  portrait  of 
Sloane  was  transferred  to  the  National  Portrait  Gallery  in  1879, 
together  with  sixty-nine  other  portraits,8  among  them  one  of 
Humfrey  Wanley,  by  Thomas  Hill  (1661-1734),  dated  1717. 
Fortunately,  the  Museum  retained  the  robustly-handled  three- 
quarter-length  portrait  of  Harley 's  renowned  'Library-Keeper' 
painted  by  Hill  in  171 1,  the  same  year  as  that  of  a  totally  distinct 
composition11  by  this  artist  belonging  to  the  Society  of  Antiquaries 
of  which  Wanley  was  principal  Founder  and  first  Secretary.  Hill 
painted  a  number  of  portraits  of  Wanley,  one  of  which  (1722) 
was  characterized  by  the  sitter  as  'a  good  Performance  upon  a 
very  mean  Subject'.10 

The  Museum's  first  and  second  Principal  Librarians — Gowin 
Knight  and  Matthew  Maty11 — are  commemorated  in  gently  ex- 
pressive portraits,  the  one  by  Benjamin  Wilson  (1721-88),  the 
other  by  Barthelemy  du  Pan,  or  Dupan  (1712-63)  that  interesting 
painter  of  Swiss  origin  whose  group,  in  the  Royal  Collection,  of 
The  Children  of  Frederick,  Prince  of  Wales,  painted  in  1746,  is  an 
outstanding  work  of  its  period  and  genre.  Maty  bequeathed  his 
portrait  to  the  Museum,  while  Knight's  was  presented  by  his 


H  Sec  The  Connoisseur,  May,  1961. 

9  Rupert  Bruce-Mitford.  The  Society  of  Antiquaries  of  London:  Notes  on  its  History 
and  Possessions,  with  Preface  by  Sir  James  Mann  (195 1),  p.  32  and  pi.  Ill  (b);  [Dr.] 
Joan  Evans.  A  History  of  the  Society  of  Antiquaries  (1956),  p.  36n.  and  pi.  IV.  The 
Society  of  Antiquaries's  portrait  shows  Wanley  holding  the  celebrated  MS.  Life  of 
St.  Guthlac  (Had. Roll  Y.6)  now  in  the  British  Museum.  A  similar  portrait  is  in  thc 
Bodlcian.  A  miniature  of  Wanley  is  at  Welbeck  (Richard  W.  Goulding.  The 
Welbeck  Abbey  Miniatures  (1916),  p.  453).  Wanley  himself  had  studied  miniature- 
painting  (c.  1694)  under  Charles  Boit,  but  Basil  S.  Long:  British  Miniaturists  (1929) 
p.  453,  stated  that  'no  miniatures  by  [Wanley]  are  known'. 

10  Goulding:  op.  cit. 

11  Other  portraits  of  Maty  were  engraved  after  his  death  by  Bartolozzi,  and  by 
Ridley,  European  Magazine  (1800). 
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5.  Matthew  Maty  (1718-76),  M.D.,  F.R.S.,  second  Principal  Librarian  of 
the  British  Museum  from  1772-76.  By  Barthelemy  Dupan,  canvas,  24  in. 
x  29  in.  Of  Huguenot  origin,  Maty  came  to  England  in  1741,  practised  in 
London  and  founded  the  Journal  Britannique  in  1750.  In  1756  he  became  the 
first  Keeper  of  Printed  Books  at  the  Museum,  was  appointed  Foreign 
Secretary  of  the  Royal  Society  in  1762,  and  Principal  Secretary  in  1765.  In 
recording  that  'over  one  of  the  chamber-doors  of  the  British  Museum  there 
is  a  half-length  portrait  of  the  late  Dr.  Maty  .  .  .  painted  by  [Benjamin] 
Wilson',  it  would  seem  that  Edward  Edwards,  A.R.A.  (Anecdotes  of  Painters, 
1808)  confused  Maty  with  his  predecessor,  Gowin  Knight.  By  courtesy  of  the 
Trustees  of  the  British  Museum. 

6.  Claudius  James  Rich  (1786-1821).  Orientalist  and  Collector.  Here 
identified  as  by  Thomas  Phillips,  R.A.,  canvas,  24  in.  X  30  in.  Possessing 
an  astonishing  bent  for  oriental  languages,  Rich  was  already  conversant 
with  Arabic,  Syriac,  Turkish  and  Persian  at  the  age  of  15.  Joining  the 
Honourable  East  India  Company  as  a  cadet  in  1803,  he  visited  Turkey, 
Egypt  and  India  and  served  as  Resident  at  Baghdad  from  1808  until  his 
death  from  cholera  at  Shiraz.  Rich  explored  the  sites  of  Nineveh  and 
Babylon,  writing  two  notable  'Memoirs'  on  the  ruins  of  the  latter  (181 5 
and  181 8).  Sir  Leonard  Woolley  (1 880-1960)  held  that  Rich 'laid  the  founda- 
tions of  serious  antiquarian  research'  in  Iraq.  (Seton  Lloyd:  Foundations  in 
the  Dust  (1947),  Introduction,  p.  vii).  A  petition  to  Parliament  by  the 
Trustees  of  the  British  Museum  for  the  purchase  of  his  collection  of  over  800 
Oriental  MSS.,  together  with  antiquities,  including  the  first  collection  of 
cuneiform  inscriptions  to  reach  England,  was  granted  in  1825.  His  widow 
presented  this  portrait  in  the  same  year.  By  courtesy  of  the  Trustees  of  the 
British  Museum. 


executor.  The  latter  work  is  distinct  from  a  portrait  of  Knight, 
'Painted  and  etched  by  B.  Wilson' — a  small  plate  by  that  artist. 

The  portrait  of  Claudius  James  Rich,  hanging  in  the  Oriental 
Students'  Room,  has  a  special  appeal  to  orientalists.  Byron  might 
satirically  write,  on  the  site  of  Babel:12 

Though  Claudius  Rich,  Esquire,  some  bricks  has  got, 
And  written  lately  two  memoirs  upont. 
Those  profoundly  indebted  to  Rich's  unique  collection  of 
manuscripts  pay  little  heed  to  such  levity.  Until  quite  recently, 
the  painter  of  this  portrait  was  unknown  or — to  put  it  more 
precisely — forgotten.  Proceeding  from  an  impression  that  the 
work  might  not  have  been  ad  vivum  but  based  on  a  miniature,  it 
has  now  been  possible  to  establish  its  authorship.  Trustees' 
Original  Letters,  Vol.  V.,  have  yielded  a  communication  from 
Thomas  Phillips,  R.A.  (1770-1845),  dated  from  8  Geojrge]  St. 
[Hanover  Square],  Aug.  17.  [18)25,  specifically  mentioning  this 
portrait  as  having  been  based  on  just  such  a  'reference'.  It  is 
apposite  to  recall  that  Phillips  himself  had  some  experience  of 
miniature-painting,  and  still  more  apposite  that  the  not  very 
satisfactory  miniature  on  which  he  founded  his  portrait  was 
presumably  that  buried  with  Rich's  widow  (born  Mary 
Mackintosh)  on  her  death  in  1876. 13  It  was,  by  the  way,  in  1825 
that  Phillips  became  Professor  of  Painting  in  the  Royal  Academy, 
and  it  may  be  that  this  uncharacteristic  work  was  laid  in,  under 
his  direction,  by  a  student,  Phillips  himself  finishing  the  canvas. 
As  Rich  died  in  1821,  the  portrait  is  posthumous. 

Today,  the  British  Museum's  private  portrait  gallery  com- 
prises some  thirty  works  ranging  over  more  than  three 
centuries,  from  Johnson's  Sir  Robert  Bruce  Cotton  of  1629  to 
Kelly's  Sir  John  Forsdyke  of  1950.14  It  would  be  pleasant  to  think 
that  such  continuity  may  be  preserved,  and  that  this  intimate 
collection  may  increase  as  the  roll  of  Directors  and  Principal 
Librarians,  and  outstanding  Benefactors,  grows  with  the  years. 

12  Don  Juan,  canto  V,.  LXII. 

13  C.  M.  Alexander.  Baghdad  in  Bygone  Days  (1928),  p.  323- 

14  Exhibited  R.A.,  1954.  Works  by  Sir  Gerald  Kelly,  Diploma  Gallery,  1957. 


The  Connoisseur's  Diary 

Europe  and  4,800  Museums    :    Arms  and  Armour 
in -England    :    Lambeth  Dish 


WITH  this  issue  The  Connoisseur  pub- 
lishes the  first  of  a  series  of  regular 
feature  articles  on  'The  Museums  of  Europe'. 
It  would  be  pleasant  to  think  that  this  series  will 
eventually  cover  all  the  museums  of  Europe,  but 
if  it  docs,  very  few  readers  will  live  to  see  the 
end.  The  officials  of  the  International  Confer- 
ence on  Museums  in  Paris  tell  me  that  there  are 
no  fewer  than  4,800  museums  on  this  side  of  the 
Iron  Curtain.  France  alone  has  nearly  a  thou- 
sand— and  there  are  a  large  number  in  Eastern 
Germany,  Czechoslovakia,  Bulgaria,  Hungary, 
Poland  and  Russia.  Of  course,  many  of  them 
contain  collections  of  stuffed  animals  and  birds, 
potsherds  and  flint  arrow-heads,  geological  and 
botanical  specimens.  These  arc  not  in  the  scope 
of  the  series.  Yet  what  a  fascinating  and  in- 
exhaustible wealth  of  objects  of  art  and  virtu  arc 
to  be  found  in  the  others. 

There  are,  first  of  all,  the  mixed  museums  con- 
taining antiquities  and  works  of  art  in  all  media 
of  which  the  British  Museum,  the  Louvre  and 
the  Kunsthistorisches  Museum  in  Vienna  are 
the  most  famous.  Lesser  examples  of  this  type 
are  to  be  found  in  the  smaller  provincial  towns 
of  France  and  Italy.  They  are  somewhat  dingy 
houses  for  the  most  part,  bequeathed  to  the 
town  in  the  late  nineteenth  century  by  a  local 
big-wig  who  thought  he  had  an  eye  for  a  picture 
and  a  bargain,  and  had  assembled  a  jackdaw 
hoard  of  objects  both  curious  and  beautiful — 
suits  of  armour  (usually  spurious),  paintings  by 
his  more  academic  contemporaries,  a  few  Old 
Masters  which  sometimes  look  promising 
beneath  the  varnish,  eighteenth-century  silver, 
furniture  and  ceramics  which  are  almost  in- 
variably of  good  quality,  and  some  cabinets 
which  may  contain  anything  from  Tanagra 
figures  to  Third  Empire  cloisonne  vases. 

Banishing  the  Junk 

Young  directors,  with  stiff  new  brooms,  are 
busily  sweeping  these  places  clean,  banishing  the 
junk  to  the  basement  and  displaying  the  best 
pieces  in  a  more  hygienic,  if  sometimes  less  sym- 
pathetic, manner.  But  whether  they  have  been 
reorganized  or  not,  they  are  nearly  always 
worth  a  visit.  Closely  allied  to  museums  of  this 
type  are  the  many  excellent  Musees  des  Arts 
Decoratifs  which  are  among  the  chief  artistic 
attractions  of  nearly  every  large  town  in  France, 
Belgium  and  Germany.  These  are  no  less  en- 
joyable than  instructive,  since  they  usually  con- 
tain first-rate  specimens  of  local  craftsmanship 
which  are  hard  to  find  elsewhere. 

Then  there  arc  the  museums  devoted  mainly 
to  paintings  and  sculpture,  notably  those 
formed  by  Italian  and  German  princes  between 


the  sixteenth  and  the  late  eighteenth  centuries, 
partly  for  love  of  art  and  partly  for  reasons  of 
prestige.  No  less  interesting  are  those  dedicated 
to  individual  artists — containing  the  contents  of 
their  studios,  their  private  collections  and  more 
personal  relics — Canova  at  Possagno,  Thorvald- 
sen  in  Copenhagen,  Ingres  at  Montauban,  Rodin 
in  Paris,  Courbet  at  Ornans,  Boldini  at  Ferrara, 
and  the  horrific  painter  Joseph  Wiertz  in 
Brussels;  not  forgetting  the  Picasso  museum 
which  is  still  being  formed  at  Antibes.  There  are 
also  a  few  fascinating  museums  devoted  to  such 
specialised  themes  as  porcelain  at  Sevres;  textiles 
in  Lyons;  glass  in  Venice  and  Liege;  musical 
instruments  in  Brussels;  wall-paper  in  Cassel; 
pictre  dure  in  Florence.  In  Milan  there  is  a  theatri- 
cal museum  which  contains  portraits  of  famous 
singers  and  composers,  musical  instruments, 
statuettes  of  actors  from  fifth-century  Athens  to 
eighteenth-century  Germany,  and  stage  designs. 
In  the  palace  at  Compiegne  there  is  a  museum 
of  transport,  and  there  are  collections  of  gilded 
and  painted  coaches  in  Lisbon  and  at  Nymphen- 
burg. 

Door  to  Excitement 

This  new  series  of  articles  in  The  Connoisseur 
will  illustrate  some  of  the  treasures  which  are  to 
be  found  in  museums  of  all  these  types.  We 


A  new  portrait  of  Mr.  Harold  Macmillan,  by 
James  Gunn.  Canvas,  40  X  30  in.  It  has  also  been 
engraved.  See  'Carlton  Club  Portrait'. 


shall,  of  course,  steer  clear  of  the  most  famous 
collections.  There  would  be  little  point  in  pub- 
lishing articles  on  the  paintings  in  the  Palazzo 
Pitti  or  the  eighteenth-century  furniture  and 
other  objects  in  the  Musee  des  Arts  Decoratifs, 
Paris;  though  some  pages  may  be  devoted  to  the 
less  frequented  sections  even  of  those  museums — 
the  collection  of  jewellery  and  watches  in  the 
former  and  the  rooms  devoted  to  the  nineteenth 
century  in  the  latter.  Our  aim  is  to  explore 
museums  which,  though  they  may  be  well- 
known  to  specialists  in  their  several  fields,  will 
be  unfamiliar  to  the  majority  of  readers.  The 
next  five  articles  will  therefore  be  concerned 
with  the  National  Gallery  of  Greece  in  Athens, 
which  contains  interesting  works  by  painters  of 
most  European  schools  including  the  Greek ;  the 
Kunstgewerbc  museum,  Cologne,  a  wonderful 
array  of  the  applied  arts ;  the  Hcssisches  Landes- 
museum  in  Darmstadt  which  possesses  fine 
ivories,  wood  sculptures  and  outstanding  pic- 
tures; the  glowing  collection  of  textiles  in  the 
Musee  des  Tissus,  Lyons;  and  the  little  Musco 
Civico  at  Belluno,  which  includes  an  important 
group  of  Renaissance  medals  and  plaquettcs  in 
addition  to  paintings  and  drawings. 

This  series  of  articles  has  been  prepared  by  a 
regular  contributor  to  The  Connoisseur  who 
lives  on  the  Continent  and  who  describes  him- 
self as  a  museum  addict.  'On  arriving  at  a  pre- 
viously unvisited  town  I  can  seldom  resist  the 
sign-post  which  points  to  the  museum',  he 
writes.  'Once  at  the  door  I  never  pay  my  en- 
trance fee  without  a  sense  of  mounting  excite- 
ment at  what  I  may  find  upstairs.  The  days  are 
long  past  when  you  might  recognize  a  Giorgionc 
masquerading  under  the  name  of  Sassoferrato — 
as  Morelli  did  in  Dresden  in  the  1890's.  Or  are 
they?  Many  minor  discoveries  are  still  to  be 
made,  even  in  the  more  frequented  museums. 
And  who  knows  what  may  yet  be  found  in  those 
far  from  the  beaten  tourist  tracks?' 

Carlton  Club  Portrait 

THE  new  portrait  here  reproduced  of  the  Rt. 
Hon.  Harold  Macmillan,  P.C.,  M.P.,  by  James 
Gunn,  A.R.A.,  shows  the  Prime  Minister  in  his 
robes  as  Chancellor  of  Oxford  University. 

Before  going  to  the  Carlton  Club,  who  com- 
missioned it,  the  painting  was  on  view  at  the 
St.  James's  Street  gallery  of  Messrs  Lcggatt 
Brothers.  A  mezzotint  of  it  has  been  engraved 
by  Lawrence  Josset. 

Armour:  Guide  for  Fathers 

A  VISIT  to  any  museum,  particularly  a  first 
visit,  is  much  more  enjoyable  when  the  visitor 
knows  at  least  a  little  about  its  contents  in 
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advance,  whether  they  incline  to  art,  history  or 
techniques.  Since  the  Tower  of  London  Arm- 
ouries are  no  exception,  being  a  combination  of 
all  three  with  undertones  of  a  timeless  arsenal, 
Sir  James  Mann's  Arms  and  Armour  in  England 
(London,  H.M.S.O.,  3/6d.)  is  particularly 
welcome.  It  is  often  said  that  most  men  go  to 
the  Tower  twice:  once  as  a  son  then  again  as  a 
father.  Arms  and  Armour  in  England  will  help 
those  about  to  make  the  second  visit  to  answer 
many  of  the  inevitable  and  awkward  questions 
of  those  on  their  first. 

Compact  and  highly  readable,  this  well- 
illustrated  little  publication  is  a  reprint  with 
some  modifications  of  a  chapter  from  the 
Clarendon  Press  Medieval  England.  In  it  Sir 
James,  the  Master  of  the  Armouries,  aims  to 
introduce  the  uninitiated  to  the  terminology  of 
armour  and  to  put  the  varied  facets  of  armour 
and  weapons  into  an  historical  setting.  This  is 
admirably  achieved  by  the  use  of  photographs 
and  drawings  of  such  contemporary  material  as 
monumental  brasses  and  manuscript  illustra- 
tions. 

Sir  James  Mann  has  been  the  world's  leading 
student  of  armour  for  many  years  and  his 
personal  taste  for  defensive  armour  is  reflected 
in  its  predominance  in  the  illustrations  of  actual 
pieces,  all  of  which  come  from  British  collec- 
tions. This  mild  partiality  is  no  weakness  in  a 
volume  published  when  the  market  seems  to  be 
on  the  point  of  saturation  with  books  addressed 
to  the  firearms  collectors,  and  when  the  sword 
is  receiving  more  attention  than  it  has  for  many 
years. 

Peter  Floud  Memorial  Prize 

THE  William  Morris  Society  announces  that  a 
Peter  Floud  Memorial  Prize  (value  £50)  will  be 
offered  for  an  essay  on  some  subject  concerned 
with  William  Morris.  The  competition  will 
close  on  June  30th,  1961.  Conditions  and  other 
details  can  be  obtained  from  the  honorary 
secretary:  R.  C.  H.  Briggs,  260,  Sandycombe 
Road,  Kew,  Surrey. 

The  Tempera  Society 

READERS'  attention  is  drawn  to  an  interesting 
and  unusual  publication  issued  by  the  Society  of 
Painters  in  Tempera:  Traditional  Methods  of 
Stone-Painting.  This  has  been  produced  to  help 
those  with  ancient  monuments  in  their  care  to 
determine  the  correct  methods  to  use  for  the 
restoration  of  old  painted  stone-work. 

The  Tempera  Society  is  particularly  well 
fitted  to  carry  out  this  task,  as,  since  its  early 
days,  it  has  been  a  society  devoted  to  the  in- 
vestigation of  the  technical  side  of  painting 
rather  than  one  concerned  with  the  holding  of 
exhibitions. 

A  small  panel  of  experts  within  the  society  has, 
for  this  purpose,  made  a  special  study  of  the 
technique  of  stone-painting,  as  practised  in  the 
past.  References  to  this  particular  branch  of  art 
are  scarce  in  old  records,  and  have  had  to  be 
searched  for  with  assiduity.  Sufficient  inform- 
ation is,  however,  to  be  found  in  old  manu- 
scripts to  provide  a  sound  basis  for  present-day 
practice. 
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Mediaeval  Recipes 

In  the  present  pamphlet — and  I  congratulate 
the  Dolphin  Press  upon  the  admirable  type 
used — a  list  is  given  of  the  early  sources  from 
which  the  society  has  drawn  its  information. 
More  than  one  account  of  traditional  methods 
are  given  in  detail.  These  are  followed  by 
mediaeval  recipes  for  making  certain  essential 
ingredients  no  longer  obtainable  commercially. 

In  the  short  concluding  paragraph  an  appeal 
is  made  to  all  those  with  ancient  polychrome 
statuary  in  their  care  to  realise  the  necessity  of 
encouraging  those  artists  who  have  acquired  a 
knowledge  of  past  techniques  rather  than  en- 
trusting the  highly  specialized  work  of  restora- 
tion to  those  only  trained  in  methods  current 
today. 

The  whole  publication  is  a  plea  for  a  return  to 
a  greater  knowledge  of  and  interest  in  his 
materials  on  the  part  of  the  artist,  most  particu- 
larly by  those  engaged  in  the  work  of  restora- 
tion. This  brochure  is  the  first  of  a  series  con- 
cerning the  treatment  of  various  substances  to 
be  decorated  with  painting  and  gilding.  I  for  one 
await  with  interest  the  continuation  of  the 
series. 

A  Corning  Publication 

ABOUT  a  year  ago  I  referred  in  these  columns 
to  Vol.  I  of  a  new  venture  into  periodical  pub- 
lishing by  the  Corning  Museum  of  Glass — the 
Journal  of  Glass  Studies.  That  excellent  start  has 
now  been  followed  by  a  second  volume  of  like 
interest  and  importance.  In  it  ancient  glass  is 
somewhat  more  fully  treated  than  that  of  more 
recent  periods:  John  D.  Cooney,  of  the  Brook- 
lyn Museum,  contributing  a  long  and  important 
article  on  'Glass  Sculpture  in  Ancient  Egypt',  and 
Dr.  D.  B.  Harden,  Director  of  the  London 
Museum,  an  even  longer  and  equally  important 
section  on  'The  Wint  Hill  Hunting  Bowl  and 
related  Glasses'.  This  deals  exhaustively  with  the 
engraved  Roman  bowls  of  the  fourth  century 
decorated  with  hunting-scenes  and  analogous 
figural  subjects.  Dorothy  Blair  treats  of  'The 
Cloisonne-backed  Mirror  in  the  Shosoin',  a  sub- 
ject perhaps  somewhat  outside  the  normal  range 
of  glass-students. 

Those  interested  primarily  in  eighteenth- 
century  glass  will  inevitably  concentrate  on  B.  A. 
Shelkovnikov's  article  'Russian  Glass  of  the  18th 
Century',  although  they  are  not  likely  in  all 
cases  to  be  convinced  that  the  types  which  he 
attributes  to  Russia  are  not  Bohemian  or  Silesian 
imports.  American  collectors  are  catered  for  by 
Miles  A.  Smith  in  'Zanesville  Glass',  and  the 
growing  interest  in  glass  of  the  last  hundred 
years  is  reflected  in  William  B.  O'Neal's  'Three 
Art  Nouveau  Glass  Makers'.  The  volume  con- 
cludes with  two  features  which  were  particularly 
welcome  in  Vol.  I  and  which  all  students  of  glass 
will  hope  to  see  repeated  in  future  numbers — the 
list  of  Recent  Important  Acquisitions,  and  the 
Check  List  of  recently  published  articles  and 
books  on  Glass. 

The  standard  of  printing  and  presentation  of 
this  volume  is  as  excellent  as  its  predecessor. 
Higher  praise  than  this  it  would  be  difficult  to 
give.  All  collectors  and  students  of  glass  will 


look  forward  to  further  volumes  where  the  sub- 
ject of  their  choice  is  authoritatively  treated  at  a 
length  and  with  a  profusion  of  illustration  which 
cannot  normally  be  accorded  to  it  in  journals 
with  more  general  interests. 

Delftware  and  Worcester 

A  STRIKING  example  of  the  upsurge  of 
splendour  which  took  place  when  the  monarchy 
was  restored  in  1660  is  evidenced  by  the  Lam- 
beth Delftware  Fecundity  Dish  dated  1661 
illustrated  in  colour  on  page  125.  It  is  in  the 
possession  of  Messrs.  Tilley  &  Co.  (Antiques) 
Ltd.,  2  Symons  Street,  Sloane  Square,  London, 
S.W.3.  This  fine  specimen  is  unique  in  bearing 
the  arms  of  the  Broderers'  Company  and  also 
the  arms  of  the  City  of  London. 

During  the  reign  of  Charles  I  the  Broderers' 
(Embroiderers)  Company  was  obliged  to  peti- 
tion the  King  for  a  licence  in  mortmain,  as  the 
trade  of  embroidering  'had  decayed  and  gone 
out  of  use'  and  as  a  result  'a  great  part  of  the 
Company  for  want  of  employment  are  con- 
strained to  become  porters,  water-bearers  and 
the  like'.  Yet  no  sooner  did  the  Commonwealth 
vanish  and  the  Monarchy  return  than  conditions 
improved  so  much  that  a  member  of  the  Com- 
pany celebrates  the  fact  with  this  elaborate  dish 
with  the  arms,  date,  and  his  and  his  wife's 
initials.  Initials  and  date  are  in  the  top  well  of  the 
dish,  with  the  City  of  London  arms  in  the  left 
centre  well  and  those  of  the  Company  in  the 
right  centre  well. 

Messrs.  Tilley's  dish  is  in  an  exceptionally 
brilliant  polychrome  palette  and  in  perfect  con- 
dition, and  the  back  is  decorated  in  blue  with 
large  sketchy  sprays  of  flowers,  leaves  and  the 
date,  1 66 1,  repeated  from  the  front.  It  appears  to 
be  the  only  recorded  example  of  this  Com- 
pany's arms  on  seventeenth-century  English 
delftware,  and,  especially  in  relation  to  the 
Restoration,  is  a  highly  interesting  item  in 
English  history  as  well  as  that  of  a  Company, 
which  received  its  first  Charter  from  Queen 
Elizabeth  I  in  1561. 

On  the  same  page,  and  also  available  from 
Messrs.  Tilley  is  seen  a  brilliant  example  of 
Worcester  of  the  First  Period:  a  two-handled 
caudle  cup  and  saucer.  The  clear  scale-blue 
ground  surrounds  large  mirror-shaped  reserves 
with  gilt  rococo  borders  enclosing  Chinese- 
Chippendale  musicians,  the  smaller  vase-shaped 
reserves  holding  exotic  birds.  The  cup  has 
double  rococo  handles  and  an  elaborate  gilt 
border  on  the  inner  edge  of  the  rim,  and  the 
centre  of  the  saucer  is  enriched  with  a  floral  de- 
sign in  gold.  Both  pieces  have  the  square  mark 
in  underglaze  blue  on  the  base  and  are  in  ex- 
ceptionally flawless  condition.  A  coffee  pot  with 
this  rare  Chinese-Chippendale  musicians  decora- 
tion, also  with  the  square  mark,  is  in  the  British 
Museum  (Frank  Lloyd  Collection  Catalogue, 
plate  78,  No.  354)  and  is  illustrated  by  Hobson 
in  Worcester  Porcelain  by  a  full-page  colour  plate 
(No.  LXXXV). 

Important  Genre  Scene 

THE  LATE  Dr.  Valentiner,  when  he  was 
director  of  the  North  Carolina  Museum  of  Art 
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(Above).  The  Fisher  Boy,  by  Frans  Hals,  reproduced  on  the 
cover.  See  story  'Important  Genre  Scene'.  (Right,  above  and 
below).  Dieppe  from  the  West,  watercolour,  X  13^  in.,  by 
T.  S.  Boys:  and  View  of  Lake  Nemi  towards  Genzano,  water- 
colour,  14-J  X  21J  in.,  by  J.  R.  Cozens.  Both  . are  in  a  current 
exhibition  at  the  Fine  Art  Society,  148  New  Bond  Street, 
London.  (Right  below).  Regency  library  steps,  in  the  posses- 
sion of  Prides  of  London.  See  'Fashion  for  Steps'. 


held  the  Fisher  Boy,  reproduced  on  the  cover,  in 
considerable  esteem.  In  his  opinion  it  is  in  a  fine 
state  of  preservation  and  is  an  important  genre 
scene  by  Frans  Hals,  adding  that  it  was  'a 
characteristic,  colourful,  and  important  work  by 
the  artist,  painted  about  1635'. 

In  Dr.  Valentiner's  book  on  Frans  Hals, 
Klassiker  der  Kunst,  a  painting  is  reproduced  of  a 
head  of  a  boy,  which  belonged  to  Hofstede  de 
Groot.  Whether  this  was  a  study  for  the  Fisher 
Boy,  or  whether  it  was  executed  after  it  in  the 
workshop  of  the  artist  by  a  pupil  is  difficult  to 
say.  It  is  probably  the  latter,  since  some  details, 
like  the  boy's  cap,  are  much  better  executed  in 
the  Fisher  Boy;  the  background  of  which,  in  Dr. 
Valentiner's  opinion,  is  of  particular  interest 
since  it  shows  how  excellent  Frans  Hals  was  as  a 
landscape  artist,  especially  in  representing  the 
dunes,  the  sea,  and  the  clouded  sky,  which  is  so 
characteristic  of  Holland. 

Fashion  for  Steps 

AS  privately-owned  libraries  are  fast  becoming 
the  exception  rather  than  the  rule,  Sheraton's 
definition  (Cabinet  Dictionary,  1803)  of  library 
steps  is  now  a  rare  application:  '(steps)  placed  in 
a  library  for  the  use  of  raising  a  person  so  as  to 
reach  any  book'.  Certainly  these  pieces  of 
furniture  were  intended  for  large  rooms.  The 
function  of  bed,  or  library,  steps  is  today  very 
different.  They  no  longer  enable  their  owners 
to  reach  books  on  upper  shelves,  but  are  currently 
fashionable  for  use  as  stands  for  trailing  pot 
plants.  How  suitable  this  item  of  eighteenth- 
century  furniture  is  for  the  purpose  will  be  evi- 


dent in  the  Regency  period  spiral  steps  in  wood 
simulating  bamboo  seen  on  this  page.  It  is  in  the 
possession  of  Messrs.  Prides  of  London  (179-180 
Sloane  Street,  London,  S.W.i). 

Covetousness  and  Bosschaerts 

THOSE  who  collect  fine  flower  paintings  of  the 
seventeenth  and  eighteenth  centuries  inevitably, 
when  such  works  can  be  found  today,  covet  and 
seek  to  buy  a  painting  by  the  Bosschaerts, 
particularly  one  by  Ambrosius  (worked  between 
1588  and  1640,  d.1645),  Balthazer  van  der  Ast's 
nephew. 

The  exquisite  quality  of  his  work  is  seen  to  the 
best  possible  advantage  in  Flowers  in  a  Glass  Bowl 
with  Fruit,  Shells  and  Insects  (panel,  24^  X  16 J  in.) 
which  will  be  seen  at  the  Alfred  Brod  Gallery  in 
Sackville  Street  in  an  exhibition  opening  there 
on  13th  April. 

In  it  Bosschaert  has  arranged  his  tulips, 
roses,  anemones,  fruit  and  so  forth  in  a  very 
similar  manner  to  his  striking  work  (21  \  X  15J 
in.)  in  the  Broughton  Collection  (Cat.  No.  13). 
There  is  also  the  same  distinctive  stone  sill  in 
both  paintings.  Mr.  Brod's  example  is  of  ex- 
ceptional interest  since  it  is  signed. 


THE  MUSEUMS  OF  EUROPE,  No.  I. 

As  indicated  in  The  Connoisseur's  Diary,  this  is  the  first  of  a 
series  of  articles  which  will  briefly  describe  the  principal  contents  of 
some  of  the  museums  of  Europe.  They  have  been  prepared  by  The 
Connoisseur  as  a  result  of  requests  from  a  large  number  of  readers 
throughout  the  world,  particularly  in  America,  for  the  latest  information 
concerning  locations,  opening  days  and  hours,  publications  available  and 
other  relevant  details  essential  to  both  connoisseur  and  layman  alike. — 

Editor. 

THE  Maison  Curtius,  Liege,  a  somewhat  forbidding  early 
seventeenth  century  building  overlooking  the  river  Meuse, 
houses  one  of  the  richest  and  most  varied  collections  of  virtu  to 
be  found  in  Belgium.  At  the  back  there  is  a  fascinating  Musee  du 
Verre  which  includes  glass  vessels  of  Egyptian,  Islamic,  Venetian, 
Bohemian  and,  of  course,  Liegeois  origin,  ranging  in  date  from 
ancient  Egypt  to  the  present  day.  On  the  ground  floor  there  is  an 
array  of  Belgo-Roman  carvings,  bronzes  and  pottery;  on  the  top 
floor  a  pre-historical  collection  which  will  fascinate  those  whose 
interests  he  in  flint  arrow-heads  and  potsherds.  But  the  greater 
part  of  the  building  is  devoted  to  a  museum  of  sculpture  and  the 
minor  arts  from  the  dark  ages  to  the  nineteenth  century.  The 
numerous  objects  are  well  and  unpretentiously  displayed  in 
rooms  which  have  the  spruceness  of  a  Flemish  genre  painting. 

To  lovers  of  romanesque  art,  Liege  is  famed  principally  for  the 
Church  of  Saint  Barthelemy  and  the  wonderful  bronze  font 
(c.  1107-1118)  which  is  its  main  attraction.  Although  the  museum 
boasts  nothing  of  equal  rarity  and  splendour  it  contains  much  to 
detain  the  connoisseur.  The  earliest  of  its  chefs  d'oeuvre  is  a  justly 
famous  early  tenth-century  Gospel — the  Evangeliaire  de  Notger 
— probably  the  work  of  a  Rheims  miniaturist,  decorated  with 
interlacing  scrolls  in  purple  and  gold.  This  precious  manuscript 
is  cased  in  an  appropriately  magnificent  binding  which  incor- 
porates a  very  fine  ivory  panel  (contemporary  with  the  Gospel) 
set  amongst  twelfth-century  enamels  (No.  I.).  The  romanesque 
sculptures  in  the  museum  include  the  dignified  Vierge  de  Dom 
Rupert  (No.  3),  a  twelfth-century  tympanum,  and  a  character- 
istically hieratic  wooden  Virgin  and  Child  (No.  2).  Among  the 
smaller  objects  of  the  same  period  there  is  a  Mosan  enamel  cross, 
formerly  in  the  church  at  Kemexhe,  and  an  attractive  little 
bronze  censer  of  architectural  form.  Gothic  works  include  a 
Nottingham  alabaster  of  St.  John  the  Evangelist,  a  French  silver- 
gilt  and  enamelled  reliquary  and  a  gospel  manuscript  (c.  1520) 
besides  several  carvings  dating  from  the  fifteenth  and  early 
sixteenth  centuries  (No.  4). 

The  seventeenth  century  is  well  represented  in  tapestries,  some 
fme  examples  of  Dutch  and  Flemish  silver  (No.  5),  several  good 
heavy  pieces  of  furniture  and  some  handsome  carved  doors  which 
once  dignified  the  palace  of  the  Prince-Bishops  of  Liege.  But  this 
part  of  the  collection  is  most  memorable  for  the  array  of  terra- 
cottas by  the  excellent  Liegeois  sculptor  Jean  Del  Cour,  who  is  far 
too  little  known  outside  Belgium.  Born  in  163 1,  Jean  Del  Cour, 
was  trained  first  in  Liege  and  in  1648  went  to  Rome  where  he  is 
said  to  have  worked  under  Bernini  for  seven  years.  Having 
imbibed  the  spirit  of  baroque  sculpture  at  the  fountain-head  he 
returned  to  liege  in  1655,  and  here  he  remained  until  his  death 
in  1707,  providing  numerous  statues  and  reliefs  for  the  churches 
in  the  Pays  de  Liege.  His  bozzetti,  of  which  the  museum  possesses 
more  than  fifty  (Nos.  6  and  7),  are  of  exceptionally  high  quality. 
Modelled  with  great  sensitivity,  they  have  an  elegance  and  brio 
which  often  recalls  the  work  of  Bernini.  Indeed,  they  are  often 
more  satisfactory  works  of  art  than  his  finished  marbles  with  their 


1.  The  binding  of  the  early  tenth  century  Notger  Gospels,  in  the  Musee 
Curtius,  Liege,  30  x  24  cm.  The  central  panel  is  of  ivory  and  represents 
Christ  surrounded  by  the  emblems  of  the  four  Evangelists  seated  above  the 
kneeling  figure  of  the  Prince-Bishop  of  Liege,  Notger  (972-1008) :  it  also 
dates  from  the  early  tenth  century.  This  is  surrounded  by  panels  of  cham- 
pleve  enamel,  c.  1170.  The  oval  panels  are  of  gilt  leather  and  date  from  the 
sixteenth  century.  Copyright  A.  C.  L.  Brussels. 

2.  Carved  wood  statue  of  the  Virgin  and  Child,  92  cm.  high.  Despite  its 
damaged  condition,  this  is  a  noble  example  of  romanesque  sculpture: 
early  twelfth  century  and  probably  Mosan. 

3.  Virgin  and  Child,  called  La  Vierge  de  Dom  Rupert,  carved  of  Liegeois 
'gres  houiller',  92  cm.  high.  An  important  example  of  Mosan  romanesque 
sculpture  of  the  mid-twelfth  century,  originally  in  the  abbey  of  Saint 
Laurent,  Liege.  Copyright  A.  C.  L.  Brussels. 

4.  Carved  wood  Pieta  retaining  much  of  its  original  polychrome  decora- 
tion. 38  cm.  high.  An  early  sixteenth  century  work  of  Flemish  origin. 
Copyright  A.  C.  L.  Brussels. 

5.  St.  Apollonia  kneeling  before  the  Virgin  and  Child,  silver  relief,  15-3  x 
11-7  cm.  The  work  is  dated  1610  and  signed  with  the  letter  V  by  a  member 
of  the  van  Vianen  family,  probably  Adam  van  Vianen.  Copyright  A.  C.  L. 
Brussels. 
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The  Musees  Curtius  and  d' Ansembourg,  Liq 


6.  Terracotta  bozzetto  of  St.  Luke  by 
Jean  Del  Cour,  39  cm.  high.  One  of  the 
57  terracotta  models  by  this  interesting 
baroque  sculptor  in  the  Musee  Curtius. 
Copyright  A.C.L.  Brussels. 

7.  Terracotta  bozzetto  of  an  angel  by 
Jean  del  Cour,  21-5  cm.  high.  A  work 
which  clearly  shows  Del  Cour's  debt 
to  Bernini.  Copyright  A.  C.  L.  Brussels. 

8.  The  tapestry  room  in  the  Hotel 
d' Ansembourg.  The  finely  carved 
boiseries  and  the  stucco  ceiling  were 
executed  shortly  before  1741  when  the 
decoration  of  this  house  was  com- 
pleted. On  the  walls  hang  tapestries  of 
rustic  scenes  inspired  by  the  paintings 
of  Teniers  and  woven  at  the  Oude- 
naarde  factory.  The  central  table,  by 
the  Brussels  craftsman  J.  P.  Heuvel- 
mans  and  decorated  with  leather  and 
gilt  bronze,  was  made  in  1755  for  the 
council  room  of  the  Prince-Bishop  of 
Liege.  The  carpet  is  Chiraz.  Copyright 
A.C.  L.Brussels. 
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somewhat  over-agitated  draperies.  The  museum  also  owns  a  life- 
size  bronze  bust  of  the  Chancellor  Lambert  de  Liverlo,  convin- 
cingly attributed  to  Del  Cour. 

Numerous  eighteenth-century  objects  arc  included  in  the 
collection:  some  fine  marquetry  furniture,  porcelain  and  faience 
from  most  of  the  main  European  factories  and  also  some  good 
Chinese  export  wares.  In  die  vitrines  devoted  to  silver  there  is  an 
outstanding  display  of  vessels  by  Liegeois  craftsmen,  finely 
worked  pieces  which  show  the  influence  of  Parisian  styles.  In  the 
eighteenth  century  Liege  also  boasted  a  school  of  wood-carvers 
who  are  represented  in  the  Musee  Curtius  by  doors,  boiseries,  and 
a  few  pieces  of  furniture,  all  carved  in  shallow  relief  with  flowers, 
foliage  and  scroll-work.  One  of  the  best  of  these  craftsmen  was 
Michel  Herman  (1766-18 19)  who  worked  in  the  Louis  XVI  style, 
carving  elegant  festoons  of  flowers,  trophies  of  musical  instru- 
ments and  swags  of  drapery  with  miniscule  precision  and  yet 
great  liveliness.  The  museum  is  fortunate  in  owning  half  a  dozen 
of  his  works,  acquired  from  his  descendants  (No.  9). 

Near  the  Maison  Curtius  stands  the  Hotel  d'Ansembourg 
which  was  built  for  a  rich  banker  between  1735  and  1741  and  has 
now  been  made  into  a  model  museum  of  decorative  arts.  One  of 
the  fmest  eighteenth-century  houses  in  Liege,  the  building  itself 
is  notable  for  its  many  delicate  stucco  ceilings,  exquisitely  carved 
boiseries,  and  handsome  marble  chimney-pieces.  On  the  ground 
floor  there  is  a  noble  tapestry  room  (No.  8),  a  dining  room  with 
leather  hangings  facon  de  Cordoue  made  at  Malines,  and  a  trim 
Delft-tiled  kitchen  (No.  10).  A  handsome  staircase  with  rococo 
wrought  iron  banisters  leads  from  the  entrance  hall  to  the  upper 
floor  where  there  are  further  rooms,  all  similarly  well  furnished 
and  decorated  in  the  eighteenth-century  style.  One  of  these  has  an 
allegorical  ceiling  painted  by  Jean-Baptiste  Coders ;  another  has 
overdoors  by  the  Liegeois  Leonard  Defrance.  Many  paintings 
enliven  the  walls:  subject  pictures  by  Gerard  Lairesse,  Rachel 
Ruysch,  Nicolas  Vercolie  and  Louis  Watteau  (nephew  of 
Antoine)  and  portraits  by  such  Liegeois  artists  as  Edmond 
Plumier  and  Englebert  Fisen. 

Sculpture  is  less  lavishly  displayed  here  than  in  the  Maison 
Curtius,  but  there  are  three  notable  pieces:  a  Virgin  and  Child 
carved  in  wood  by  Jean  Del  Cour,  which  stands  in  the  hall,  a 
plaster  bust  of  Mme  Du  Barry  signed  by  Augustin  Pajou,  and  a 
small  polychrome  terracotta  Pieta  signed  by  M.  Kinable  and 


9.  Looking-glass  frame  of  carved  wood  partly  gilt  by  Michel  Herman,  c. 
1790,  97  cm.  high.  This  elegant  work,  carved  by  Michel  Herman  for  his 
fiancee,  was  acquired  by  the  museum  from  his  descendants,  together  with 
another  frame,  two  exquisitely  fragile  watch-stands  and  a  decorative 
panel.  Copyright  A.  C.  L.  Brussels. 

10.  The  kitchen  of  the  Hotel  d'Ansembourg  is  decorated  with  blue  and 
white  and  polychrome  Delft  tiles.  The  Louis  XV  style  sideboard  contains  a 
collection  of  Strasbourg  faience.  Vessels  of  pewter  and  copper  stand  on  the 
chimney-piece  and  table ;  an  eighteenth-century  brass  birdcage  hangs  from 
the  ceiling.  Copyright  A.  C.  L.  Brussels. 

dated  1781.  An  outstandingly  important  collection  of  eighteenth- 
century  Liegeois  furniture — vast  armoires,  bureaux,  tables  and 
chairs — fills  the  sixteen  rooms  of  the  house.  Delft  pottery  vases 
adorn  the  chimney-pieces  and  there  are  further  examples  of 
European  and  Oriental  ceramics  on  the  tables  and  commodes  and 
in  the  handsome  eighteenth-century  cabinets.  Glittering  Liege 
glass  chandeliers  hang  from  the  ceilings  of  nearly  all  the  rooms, 
and  the  floors  are  carpeted  with  Persian  rugs.  In  fact,  no  pains 
have  been  spared  to  give  the  Hotel  d'Ansembourg  a  warmly 
domestic  and  unmuseumy  appearance,  with  the  result  that  it 
perfectly  evokes  the  atmosphere  of  the  Prince-Bishopric  of 
Liege  in  its  eighteenth-century  heyday. 

The  Connoisseur  is  much  indebted  to  Monsieur  Joseph  Philippe 
for  his  help  in  the  preparation  of  this  article. 

The  Musee  Curtius  and  the  Musee  du  Verre  (13  Quai  de  Maast- 
richt, Liege)  and  the  Musee  d'Ansembourg  (114  Feronstree),  are 
under  the  direction  of  Monsieur  Joseph  Philippe.  The  former  are 
closed  on  Fridays  and  the  latter  on  Wednesdays;  all  three  are 
closed  on  the  1st  May,  1st  November  and  Christmas  Day. 
Otherwise  the  museums  are  open  from  10  to  12  and  2  to  5  on 
weekdays  and  from  10  to  2  on  Sundays  and  holidays  (admission 
free).  Of  the  several  publications  on  the  collection,  the  most  useful 
is  J.  Philippe :  Guide  du  Visiteur  aux  Musees  Curtius  et  d'Ansem- 
bourg, Liege,  1952.  See  also  the  valuable  and  more  specialised: 
J.  Philippe:  Catalogue  des  peintures  de  Vecole  Liegeois,  Liege,  1955; 
L'Evangeliaire  de  Notger,  Brussels,  1956;  L'argenterie  civile  liegeois 
des  XVJIe  et  XVIIP  siecles,  Liege,  1957;  Sculpteurs  et  ornemantistes 
de  Vancien  pays  de  Liege,  XVIe-XIXe  siecle,  Liege,  1958;  and  E. 
Gadeyene:  Les  faienceries  liegeois  du  XVIIF  siecle,  Brussels,  1955. 
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(Above).  First  Period  Worcester  caudle  cup  and  saucer 
decorated  with  Chinese  Chippendale  musicians. 


(Below).  Lambeth  Delftware  fecundity  dish,  with  the 
arms  of  the  Broderers'  Company  and  dated  1661.  See 
Connoisseur's  Diary. 


One  of  the  most  beautiful  rooms  in  Europe:  the  Maurice  Chalom  Gallery  at  17  Place  Vendome,  Paris. 

In  the  recess  at  right  is  a  fine  Italian  seventeenth-century  architectural  cabinet  enriched  with  semi-precious  stones,  lapis  lazuli  columns, 
and  small  silver-gilt  statuettes  and  other  ornamentation.  This  came  originally  from  the  Green  Drawing  Room  at  Buckingham  Palace. 
It  was  offered  by  Lord  Ravensworth  to  King  George  TV,  and  appeared  in  the  Palace  inventory. 

Other  important  seventeenth-century  furniture  includes:  a  knee  hole  writing  table  Mazarin  in  red  and  black  tortoiseshell  with  bronze 
and  pewter  inlay  making  a  beautiful  decor  in  the  style  of  Berain;  a  beautiful  Boulle  chest  of  the  Louis  XIV  period  in  red  and  black 
tortoiseshell  with  bronze  inlay;  a  rare  and  outstandingly  beautiful  pair  of  arm  chairs  in  gilt  wood. 
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Books  Reviewed 


SUMER:  By  Andre"  Parrot.  396  pages,  414 
illustrations,  5  maps,  with  an  introduction  by 
Andre  Malraux.  i960.  (London:  Thames  and 
Hudson,  ,£6  6s.  net.)  The  Arts  of  Mankind, 
edited  by  Andre  Malraux  and  Georges  Salles. 

ONE  of  the  strangest  of  scientific  discoveries 
of  the  last  century  was  surely  that  of  the 
immense  and  ever-increasing  vista  of  the  past. 
That  man's  past  can  be  recovered  by  archaeolo- 
gists from  the  very  ground  on  which  we  stand, 
is  a  matter  of  amazement  which  still  makes  us 
rub  our  eyes.  Of  this  magical  resuscitation  of  the 
past,  especially  the  Oriental  past,  the  recovery  of 
the  Sumerians,  their  cities,  art,  architecture, 
literature,  customs  and  personality  is  perhaps  the 
most  important  achievement,  for  the  memory  of 
the  Sumerians,  or  people  of  Sumcr,  had  utterly 
and  absolutely  passed  out  from  men's  minds; 
only  their  name  Sumer  or  (more  properly) 
Shumer,  survived  to  our  time  in  the  Old  Testa- 
ment in  the  form  Shinar,  a  Hebrew  name  for 
Babylonia.  In  1877,  a  French  Consul,  de  Sarzec 
(one  of  the  followers  of  Layard  and  Botta  who 
had  excavated  the  palaces  of  the  Assyrian  kings) 
discovered,  in  Central  Mesopotamia,  a  site 
named  Tell  Loh.  We  now  know  it  to  have 
been  the  Sumerian  city  of  Lagash,  rich  with 
statues  (many  of  which  are  now  in  the  Louvre) 
and  material  of  about  2000  B.C.,  a  thousand 
years  earlier  than  that  of  the  Assyrians  of  Layard. 
Successive  decades  of  excavation,  often  in  very 
arduous  conditions,  have  recovered  more  and 
more  of  Sumerian  art,  among  the  most  remark- 
able being  perhaps  the  work  of  the  late  Sir 
Leonard  Woolley  at  Ur  of  the  Chaldees,  where 
the  Early  Dynastic  Royal  Graves  were  un- 
covered, to  the  great  enrichment  of  our  mu- 
seums. Even  today,  work  of  this  season  on  a 
Sumerian  site  such  as  Nippur  by  an  American 
expedition  is  producing  new  and  important 
finds.  The  tale  is  yet  far  from  all  told.  When, 
however,  such  an  authority  as  Monsieur  Parrot, 
Conservateur-en-chef  des  musees  de  France,  and 
Keeper  of  the  Oriental  Antiquities  at  the  Louvre, 
himself  a  brilliantly  successful  excavator  at 
Lagash,  Mari  and  other  Sumerian  sites,  under- 
takes to  describe  the  art  of  Sumer,  we  expect  a 
good  deal.  Nor  are  we  disappointed.  After  a 
general  essay  of  appreciation  by  Monsieur 
Malraux,  by  way  of  introduction,  there  come 
seven  chapters  by  Parrot:  I,  History  of  the 
Discoveries;  II,  From  the  Origins  to  Historical 
Times;  III,  The  City  States  and  Sumer's  Golden 
Age;  IV,  Sargon  and  the  Akkadian  Empire; 

V,  The  Guti  and  the  Neo-Sumcrian  Reaction; 

VI,  The  Return  of  the  Amorites  and  Babylonian 
Hegemony;  VII,  Kassites  and  Elamites  in 
Babylonia.  In  these  he  traces  the  emergence  and 
rise,  decline  and  disappearance  of  this  gifted  and 
methodical  people.  Their  achievements  in  the 
field  of  thought,  in  science  and  literature  have 
been  well  described  by  S.  N.  Kramer,  History 
Begins  at  Sumer  (1957). 


In  a  masterly  survey  of  Sumerian  material 
scattered  over  various  Museums  of  America, 
Europe  and  the  Near  East,  Parrot  deals  with  art, 
literature,  sculpture,  painting,  and  seal-cutting 
in  particular.  Sumer's  discoveries  both  in  thought 
and  art  were  passed  on  in  the  stream  of  civilisa- 
tion to  the  Semites  who  succeeded  them  in 
Mesopotamia  and  by  them  to  the  Aegean  and 
the  world  of  the  West  and  hence  to  ourselves. 
Indeed,  it  is  to  Sumer  that  we  are  at  present 
indebted  for  the  division  of  time  by  sixes  into  12 
hours  and  60  minutes  and  seconds.  We  cannot 
say  that  the  Sumerians  were  rational,  as  v/e  mean 
the  word — their  minds  were  curiously  com- 
plex— but  they  were  orderly,  disciplined,  clear 
headed  and  vigorous,  with  a  sharply  purposeful 
and  well-defined  sense  of  pattern  and  form  and  a 
consciousness  of  the  beauty  both  of  animals  and 
men.  To  us,  their  world  seems  still  in  its  youth; 
to  them  it  was  already  old.  But  though  strongly 
traditionalist,  they  do  not  shirk  problems  of 
representation,  of  composition,  narration  or 
technique,  and  in  fact,  seem  to  be  continuously 
engaged  in  experiment  in  an  endless  variety  of 
materials  and  methods.  Some  pieces,  such  as  the 
early  dynastic  figures  from  Tell  Asmar,  are 
bizarre  and  crude  with  their  huge  eyes  (pi.  135) 
('All  the  better  to  see  you  with !'),  yet  even  they 
convey  deep  religious  conviction.  The  finest 
work  of  art  in  the  book  (illustrated  on  the  cover), 
a  copper  head,  is  perhaps  Semitic  rather  than 
Sumerian;  it  is  a  superb  royal  portrait,  with 
exquisitely  delineated  detail  of  wig  and  beard 
(actually  it  is  deep  reddish  in  colour,  not  golden, 
as  coloured  here).  But  it  is  only  a  development 
of  the  Sumerian  tradition.  Perhaps  it  was  unduly 
bold  to  illustrate  works  by  expert  professional 
sculptors  side  by  side  with  many  popular  cruder 
works.  Yet  even  the  humble  terracotta  figures 
and  plaques — really  little  more  than  folk-art — 
have  a  dignity  and  charm.  The  worst  criticism 
to  be  voiced  is  that  many  of  these  are  'blown-up' 
to  the  size  of  monumental  pieces,  which  is  dis- 
tinctly misleading. 

This  is  a  likeable  civilisation ;  it  is  not  disfigured 
by  cruelty,  like  that  of  the  Assyrians;  the  gods, 
made  in  men's  image,  are  only  Sumerian  rulers 
with  special  attributes  and  headgear;  they  can 
smile  (pis.  139,  140,  302)  and  there  is  (e.g.,  in  the 
terracottas)  even  some  humour,  such  as  the 
delightful  little  plaque  of  the  carpenter  (pi.  359) 
who  seems  to  be  almost  chuckling  as  he  planes  a 
piece  of  wood  with  his  adze. — R.D.B. 

PAGEANTRY  OF  TROPICAL  BIRDS:  By 

J.  Th.  Descourtilz.  Commentary  by  J.  Moojen. 
pp.  23:  60  pis.  (32  col.)  (London:  A.  Zwem- 
mer  Ltd.,  i960.  (17$  X  11  \  ins.)  £11  10s.) 

THIS  elegant  folio,  printed  in  the  Netherlands — 
the  plates  by  L.  van  Leer  of  Amsterdam — is  a 
noteworthy  addition  to  the  category  of  'fine 
bird-books'.  It  is  a  reproduction  of  a  very  rare 
work,  published  in  1835  under  the  title  of 


Oiseaux  Brillans  da  Bresil,  of  which  only  two 
copies  seem  to  be  recorded — one  in  the  library 
of  the  Teyler  Foundation  in  Haarlem,  and  the 
other  in  the  Zoological  Museum  at  Tring,  Hert- 
fordshire, now  a  dependency  of  the  British 
Museum  (Natural  History). 

Little  appears  to  be  known  about  the  life  of 
Jean  Theodore  Descourtilz,  though  his  Ornitholo- 
gie  Bresil ienne  is  not  unfamiliar,  at  least  to 
ornithologists,  and  has  been  reproduced  at  least 
once  if  not  more  times.  He  does  not  appear  in  the 
usual  works  of  biographical  reference,  and  it  is 
to  be  regretted  that  the  editors  of  the  present 
reproduction  were  unable  to  assemble  such 
details  of  Descourtilz'  life  as  are  available,  both 
in  Europe  and  Brazil.  He  died  in  1855. 

However,  this  is  mere  cavilling  and  we  must 
acclaim  with  pleasure  this  splendid  volume  con- 
taining reproductions  of  the  60  original  plates, 
of  which  32  have  been  printed  in  full  colour 
offset.  One  may  wonder,  perhaps,  why  this  pro- 
cess has  not  been  applied  to  the  remaining  28 
plates,  as  these  plain  pictures  appear  somewhat 
drab  after  the  magnificence  of  the  offsets. 

There  is  a  short  introduction,  a  list  of  plates, 
and  a  brief  but  concise  commentary  upon  the 
natural  history  of  each  species  by  Dr.  Joao 
Moojen,  a  Brazilian  ornithologist. 

The  Tring  Museum  copy  of  the  original  seems 
to  have  been  Descourtilz'  own  copy,  and  is 
accompanied  by  an  explanatory  text  which  the 
late  Ernst  Hartert  has  noted  in  the  volume  as 
'handwritten  by  calligraphy,  not  printed  and 
therefore  not  published!' — a  matter  of  consider- 
able importance  to  the  systematic  zoologist. 

This  original  text,  in  French,  does  not  form 
part  of  the  present  reproduction,  but  has  been 
printed  separately  in  a  paper-covered  folio  of  40 
pages,  forming  a  kind  of  supplement  to  the 
main  work,  with  which  it  is  presumably  issued. 
This  original  text  is  written  in  eloquent  French 
and  is  of  considerable  historical  interest.  On  the 
wrapper  in  the  Tring  copy  we  read:  'Oiseaux 
brillans  et  remarquables  du  Bresil,  places  pres 
des  vegctaux  dont  les  fruits  les  nourissent.  Peints 
sur  les  lieux  par  J.  T.  Descourtilz.  1835'. 

Comparison  of  the  plates  in  the  Tring 
Museum  copy  with  the  present  reproductions 
reveals  a  high  standard  of  accuracy,  and  the 
'brilliancy'  of  the  birds  has  been  conveyed  with 
marked  skill  and  great  success.  It  is  perhaps  of 
interest  to  note  that  the  Tring  original  of  Plate 
58  in  the  present  collection  (Spatule  Ajaia)  is 
rather  blotchy,  with  smudgy  lettering.  This 
plate  is  not  one  of  those  reproduced  in  colour, 
and  it  may  be  that  the  Teyler  original  is  also 
unsatisfactory  for  this  process.  In  other  words, 
some  of  the  originals  may  have  proved  unsuit- 
able for  reproduction  in  colour.  There  is  cer- 
tainly no  trace  of  blotchincss  in  the  black  and 
white  photolithograph. 

The  whole  production  is  a  distinguished  ex- 
ample of  typographical  excellence. — A.C.T. 
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LOUIS  XVI  FURNITURE:  By  F.  J.  B. 

Watson.  (London:  Tiranti,  1960,  162  pp.  242 
illustrations.  50s.  net.) 

THE  publication  in  1956  of  Mr.  Francis  Watson's 
catalogue  of  furniture  in  the  Wallace  Collection 
put  the  study  of  French  furniture  in  Britain  on  a 
new  footing  and  at  the  same  time  established  its 
author  as  beyond  question  the  foremost  authority 
on  the  subject  outside  France.  A  further  contri- 
bution from  him  on  French  furniture  is,  there- 
fore, a  matter  of  some  moment.  This  work  is  to 
some  extent  supplementary  to  the  previous 
publication  as  it  covers  a  narrower  field  in  much 
greater  detail. 

Fine  French  furniture  has  never  been  more 
highly  appreciated  than  it  is  now.  We  read  fre- 
quently of  sale-room  records  being  broken,  but 
the  existing  literature  of  the  subject  in  the  Eng- 
lish language  is  still  exiguous  and  our  knowledge 
correspondingly  limited.  It  is  well-known  that 
Louis  XVI  style  furniture  has  been  reproduced 
continually  since  the  mid-nineteenth  century,  if 
not  earlier,  and  both  museums  and  private  collec- 
tors still  display  pieces  of  questionable  authen- 
ticity. In  addition  to  the  huge  quantity  of  repro- 
duction furniture  that  has  been  produced  in  the 
course  of  the  last  hundred  years  or  so,  a  great 
deal  of  new  furniture  was  in  the  nineteenth 
century  built  up  around  authentic  panels  of 
marquetry  or  Sevres  porcelain  plaques  removed 
from  damaged  pieces.  It  was  to  this  practice  that 
the  great  collector,  Lord  Hertford,  was  referring 
when  he  wrote  to  his  London  agent  in  1861: 
'They  make  up  these  things  so  admirably  now 
that  it  is  very  difficult  to  make  out  whether  they 
are  pure  and  all  old  or  not.'  The  full  extent  of  the 
problems  involved  in  the  recognition  of  authen- 
tic French  furniture  will  be  realised  when  it  is 
remembered  that  in  the  eighteenth  century  also 
panels  salvaged  from  older  pieces  were  worked 
into  new  furniture  and  newly  made  pieces  were 
altered  within  a  few  years  of  being  made  in  order 
to  fit  them  into  another  room. 

The  introduction  deals  briefly  but  authorita- 
tively with  the  stylistic  and  technical  evolution  of 
Louis  XVI  furniture,  with  the  trade  guilds  and 
marchands  merciers,  and  comments  on  the 
individual  styles  of  the  leading  French  cabinet- 
makers. The  author  offers  many  new  ideas  and 
disposes  effectively  of  a  number  of  fallacies. 
Amongst  the  latter  are  the  beliefs  that  carcases  of 
case  furniture  were  sent  in  the  rough  to  the  Far 
East  to  be  lacquered,  that  the  French  Revolution 
destroyed  most  of  the  finest  French  furniture, 
and  that  all  the  best  bronze  mounts  may  be 
attributed  to  Pierre  Gouthiere.  A  particularly 
useful  feature  of  this  book  is  the  series  of  242 
illustrations  of  notable  pieces,  by  reference  to 
which  the  reader  should  be  able  to  acquire  a 
sense  of  the  style  and  proportion  of  Louis  XVI 
furniture.  The  author  is  the  first  to  admit,  in  his 
preface,  that  the  quality  of  the  illustrations  is  not 
uniform,  but  to  have  aimed  at  a  higher  standard 
would  doubtless  have  put  the  book  in  a  very 
different  price  category.  The  inclusion  of  a  few 
details  of  the  mounts  or  marquetry  might  have 
helped,  but  the  only  satisfactory  course  is  to 
study  the  originals  in  the  Wallace  Collection  or 
at  Waddesdon  Manor.  The  illustrations  are 
accompanied  by  full  descriptions  and  notes  and 


it  is  in  the  latter  that  the  author  is  able  to  display 
the  full  extent  of  his  connoisseurship.  This  book 
is  of  value  not  only — in  the  words  of  the  pub- 
lisher's blurb — as  a  concise  introduction  to  the 
subject,  but  as  a  repository,  in  the  notes  on  the 
illustrations,  of  a  very  great  deal  of  learning  on 
this  particularly  splendid  phase  in  the  history  of 
French  furniture.  One  cannot  give  it  higher 
praise  than  to  say  that  it  will  be  as  indispensable 
to  the  collector  of  or  dealer  in  French  furniture 
as  the  same  author's  Wallace  Collection  cata- 
logue.—J.F.H. 

IL  VETRO  DI MURANO  DALLE  ORIGINI 
AD  OGGI:  By  Astone  Gasparetto.  (Venice: 
Neri  Pozza  Editore,  293  pp.,  196  figs,  on  100 
Pis.  + 16  Colour  Plates.  5000  lire.) 

IT  is  eighty-five  years  since  Bartolomeo 
Cecchetti,  Vincenzo  Zanetti  and  Eugenio  San- 
fermo  wrote  the  Monografia  della  Vetraria 
veneziana  e  muranese,  which  has  hitherto  been  the 
foundation  of  all  studies  on  the  history  of  Vene- 
tian glass.  With  the  exception  of  C.  A.  Levi's 
L'Arte  del  Vetro  in  Mtirano  nel  Rinascimento  e  i 
Berovieri,  no  considerable  work  in  Italian  was 
published  on  the  subject  until  the  third  decade  of 
the  present  century,  when  Giulio  Lorenzetti 
began  to  publish.  After  him  have  followed 
Luigi  Zecchin,  with  a  number  of  most  important 
articles  in  the  Giornale  Economico,  Rodolfo  Gallo, 
with  his  book  on  Briati  and  articles  on  a  number 
of  aspects  of  Venetian  glass,  Giovanni  Mariacher, 
and  Astone  Gasparetto  himself.  A  subject  for  so 
long  so  undeservedly  neglected  has  at  last  come 
into  its  own. 

Signor  Gasparetto,  although  possessing  the 
advantage  of  having  the  Monografia  as  a  basis  to 
work  on,  has  far  surpassed  it.  Not  only  does  he 
cover  the  same  ground  (extending  the  survey  up 
to  the  present  day),  but  he  does  it  in  a  more 
comprehensive,  scholarly,  and  useful  way. 
Ample  foot-notes,  an  excellent  index,  and  over 
two  hundred  illustrations  make  this  a  work 
unrivalled  within  its  own  field. 

The  book  begins  with  a  long  chapter  on  the 
art  of  glass  before  the  emergence  of  Venice. 
This,  being  somewhat  outside  the  author's  own 
territory,  is  perhaps  the  weakest  section  of  the 
book.  Part  II  is  concerned  with  the  origins  and 
development  of  glass-making  in  Venice  and 
Murano,  and  is  notable  for  two  features — the 
pushing-back  to  982  of  the  earliest  mention  of  a 
glass-maker  there;  and  the  most  interesting 
suggestion  that  the  introduction  and  rise  of  glass- 
making,  there  as  elsewhere,  was  connected  with 
the  establishment  of  Benedictine  foundations. 
From  this  early  phase  Signor  Gasparetto  pro- 
ceeds to  a  rapid  survey  of  the  development  of 
Venetian  glass  during  the  Renaissance,  with  its 
two  crucial  discoveries  of  enamelling  and  of 
clear  colourless  glass  fcristallo') ;  through  the 
Baroque  phase,  which  witnessed  the  ultimate 
supremacy  of  Venetian  glass-making  but  also  a 
certain  over-ripeness  in  the  art;  to  the  full 
decadence  of  the  eighteenth  century.  This  is 
followed  by  the  eclectic  period  of  revival  in  the 
nineteenth  century,  lasting  more  or  less  until  the 
true  renaissance  between  the  Wars. 

The  third  part  of  the  book  is  devoted  to  the 
characteristic  products  of  Venetian  glass-making 


throughout  its  history.  Although  this  partly  re- 
capitulates the  information  given  in  the  second 
part,  it  is  far  more  comprehensive;  and,  in 
particular,  deals  at  length  with  those  aspects  of 
Venetian  glass-making  which  art  books  tend  to 
skate  over — window-glass,  mirrors,  beads,  and 
glass  as  a  raw  material  for  mosaics.  This  is 
essential  to  an  understanding  of  Venetian  glass  in 
a  way  which  is  perhaps  not  comparable  else- 
where. 

Signor  Gasparetto  ends  with  a  section  on 
modem  conditions,  and  a  useful  glossary  of  glass- 
making  terms,  mostly  in  the  Venetian  dialect. 

The  excellences  of  this  book  have  been  alluded 
to  above,  and  it  does  not  detract  from  them  to 
take  up  a  few  points  for  criticism. 

The  'calices  allassontes  (sic)  versicolores* 
mentioned  by  the  Emperor  Hadrian  cannot 
have  been  lustred  glasses;  the  lustre  technique 
certainly  does  not  go  back  to  the  time  of 
Ptolemy,  and  in  general  F.  R.  Martin  is  a  fallible 
guide  in  this  matter  (pp.  14  and  29).  The  typical 
cage-cup  is  not  a  handled  vessel  (p.  19).  The 
famous  enamelled  ^cup  in  the  Treasury  of  St. 
Mark  is  probably  to  be  dated  in  the  eleventh 
century  and  not  in  the  tenth  (p.  23),  and  in  this 
context  Signor  Gasparetto  does  not  appear  to 
know  about  the  glass-house  at  Corinth.  The  cups 
in  the  same  Treasury  with  engraved  hares  are 
almost  certainly  Persian  work,  possibly  Meso- 
potamian,  but  not  Egyptian  (p.  29).  Is  there  any 
evidence  that  covered  pots  were  used  before  the 
peculiar  qualities  of  lead-glass  made  it  imperative 
in  England,  in  the  last  quarter  of  the  seventeenth 
century  (p.  56)?  It  is  not  wise  to  use  a  recipe 
given  by  Kunckel  in  the  late  seventeenth 
century  as  evidence  for  the  character  of  Venetian 
opal  glasses  at  an  earlier  date  (p.  95).  It  would 
have  been  gracious  to  cite  (on  p.  96)  R.  Gallo's 
article  on  Vincenzo  di  Angelo  as  the  inventor  of 
diamond-point  engraving.  On  p.  114  the  articles 
of  Zecchin  on  auenturine  and  on  the  pebble- 
crushing  machine  might  have  been  quoted.  The 
vase  in  fig.  100  is  not  an  auenturine  glass,  but  is 
decorated  with  gold-leaf. 

The  mechanics  of  the  book  have  broken  down 
in  places,  with  occasional  wrong  text-references 
to  figures  (e.g.  pp.  84,  96).  Fig.  38  is  printed  one 
way  up  in  the  monochrome  plates,  and  (cor- 
rectly) at  right  angles  to  this  in  the  coloured 
plates.  The  captions  to  figs.  52  and  55  and  below 
pi.  39  should  read  'sec.  XVV. 

These,  however,  are  only  minor  blemishes  on 
what  will  undoubtedly  for  long  be  the  standard 
work  on  Venetian  glass. — R.J.C. 

THE  WORK  OF  REX  WHISTLER:  By 

Laurence  Whistler  and  Ronald  Fuller. 
(London:  B.  T.  Batsford.  £7  7s.  net.) 

THE  publication  of  this  delectable  volume 
happily  coincided  with  the  Rex  Whistler  Exhi- 
bition at  South  Kensington — thronged  with 
visitors  though  it  received  scant  attention  in  the 
Press.  People  still  obstinately  go  to  see  and  judge 
for  themselves,  declining  meekly  to  accept 
authoritarian  pronouncements;  yet  one  may 
doubt  if  the  reputation  will  soon  be  re-established 
that  Whistler  enjoyed  before  the  last  War,  when 
both  his  art  and  his  personality  for  a  large  public 
held  an  irresistible  charm.  His  special  qualities 
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arc  now  at  a  discount  and  save  by  a  relatively 
small  circle  of  devoted  admirers  he  is  not  likely 
to  be  appreciated  again  while  current  critical 
standards  obtain.  By  those  for  whom  expression- 
ism and  abstraction  are  the  only  valid  forms  of 
communication,  however  trifling  the  communi- 
cation may  be,  Whistler  is  written  off  as  a 
rrvanvit,  'a  mere  illustrator'  and  a  practitioner  in 
an  obsolete  mode.  Admittedly  he  did  look  back- 
ward to  the  eighteenth  century,  recapturing 
Augustan  wit  and  elegance  and  reinterpreting 
them  in  a  highly  personal  idiom.  This  is  held 
against  him,  though  many  great  artists  have 
derived  inspiration  from  an  earlier  age. 

In  an  Introduction,  no  less  moving  as  a  tribute 
for  its  reticence,  Mr.  Laurence  Whistler  does  not 
claim  that  his  brother  was  a  great  artist,  but  that 
he  was  one  of  the  most  versatile  of  the  English 
school — a  claim  fully  vindicated  by  the  illustra- 
tions and  descriptive  notes,  the  work  represented 
ranging  in  seemingly  endless  variety  from  'ephe- 
meral gaiety' — grotesques,  advertisements,  dance 
programmes,  Christmas  greetings,  decorative 
fly-leaves  and  much  besides  of  the  kind — to 
portraits  and  landscapes  both  in  oil  and  water- 
colour  and  large-scale  mural  decorations.  That 
he  was  a  brilliant  draughtsman  of  inexhaustible 
wit  and  fancy  and  with  an  inborn  decorative 
sense,  innumerable  studies,  stage  designs  and 
book  illustrations,  above  all  the  drawings  for 
Gulliver's  Travels,  abundantly  prove.  As  a  mural 
painter  he  is  too  commonly  judged  by  the  gay 
but  slight  whimsicalities  of  the  Tate  Gallery 
Restaurant,  painted  when  he  was  twenty,  rather 
than  by  his  later  achievements  of  the  kind,  of 
which  the  great  Dining  Room  at  Plas  Newydd  is 
perhaps  the  masterpiece — far  more  accomplished 
technically,  solidly  painted  and  deliciously  fertile 
in  invention,  though  without  any  sacrifice  of  the 
artist's  characteristic  and  captivating  lyric  grace. 

Two  manners  are  recognised  in  the  Introduc- 
tion ;  and  before  the  tragic  end  he  was  develop- 
ing a  third,  when  he  'discovered  a  new  imagina- 
tive freedom',  light  and  colour  replacing  'muted 
idealized'  tones.  His  gifts  are  not  exaggerated. 
'It  had  always  been  easier  for  him  to  invent  than 
to  perceive,  to  weave  fantasy  than  to  penetrate 
reality.'  Whatever  may  be  time's  final  assessment 
of  his  place  in  the  English  school,  he  possessed  in 
a  rare  degree  the  gift  of  poetic  fantasy  and  'Eng- 
lish art  is  ever  approximating  to  poetry'. 

There  are  upwards  of  100  black  and  white 
plates,  all  excellent :  the  half  dozen  in  colour  are 
scarcely  worthy  of  this  book. — R.E. 

ENGLISH  ABBEYS    AND  PRIORIES: 

By  Olive  Cook.  Illustrations  by  Edwin  Smith. 
(London:  Thames  and  Hudson.  50s.  net.) 

HOW  do  you  like  your  abbeys?  There  can  be 
little  doubt  how  Miss  Olive  Cook  likes  hers. 
Listen  to  her  on  Waverley  (Surrey) :  'Here,  for 
once,  is  an  abbey  which  has  been  allowed  to  fall 
into  dilapidated  sanctity  without  any  attempt  to 
arrest  the  work  of  time  and  nature'.  And  a  few 
lines  farther  on,  she  is  clearly  delighted  to  be 
'confronted  by  these  mouldering  turrets  richly 
adorned  with  ivy,  slowly  becoming  one  with  the 
devouring  woods,  sinking  century  by  century 
into  deeper  twilight'.  And  again,  at  Bolton,  'no 
tidying  up  spoils  the  immense  aesthetic  pleasure 


aroused  by  the  sight  of  a  great  building  exposed 
to  the  assault  of  change  and  decay'.  This  view  of 
ruined  abbeys  has  much  in  common  with  that 
current  in  the  eighteenth  century,  a  time  when 
such  buildings  were  valued  partly  for  their  visual 
charms  and  partly  for  their  powers  of  literary 
evocation,  unconnected  either  with  a  sense  of 
history  or  with  any  consciousness  of  duty  to 
posterity  to  preserve  them.  Let  them  decay  and 
gradually  disintegrate,  a  Georgian  dilettante 
would  have  said:  by  the  time  they  do  so,  there 
will  be  others  to  take  their  place. 

By  comparison,  the  attitude  of  many  educated 
people  today,  though  earnest  and  worthy,  may 
also  seem  a  little  prosy  and  unimaginative.  For 
nowadays  the  visitor  may  really  want  to  know 
just  where  the  cellarium  was,  and  be  little  inter- 
ested in  the  pictorial  impact  of  the  ensemble. 
Hence  the  'tidying  up'  which  has  turned  some 
ruins  into  little  better  than  amorphous  eyesores: 
for  what  artistic  pleasure  can  there  be  in  looking 
at  bits  of  walling,  stripped  of  ivy  and  meticulous- 
ly repointed,  which  have  neither  coherent  form, 
nor  agreeable  texture,  nor  the  slightest  ornament- 
al enrichment?  When,  however,  the  ruins  have 
form  and  retain  plenty  of  carved  enrichment,  as 
for  instance  at  Rievaulx,  it  is  surely  preferable, 
even  from  the  purely  aesthetic  aspect,  to  see  them 
rising  from  well-mown  lawns  rather  than  from 
beds  of  nettles  and  brambles :  and,  with  a  ruin  of 
this  importance,  the  removal  of  ivy  is  a  duty  as 
well  as  a  visual  asset.  Tidying  can  be  irritating, 
and  railings  particularly  tiresome,  but  the  recent 
attentions  of  the  Ministry  of  Works,  as  at  one 
point  and  with  some  reluctance  Miss  Cook 
recognises,  have  sometimes  been  very  welcome. 

I  dwell  at  some  length  on  this  aspect  of  our 
abbeys,  both  on  account  of  its  aesthetic  interest 
and  because  it  offers  Miss  Cook  the  opportunity 
for  some  of  her  most  personal  comments.  There 
are  moments  when  one  is  driven  to  strong 
disagreement  with  her,  as  when  she  remarks  that, 
because  of  the  damage  done  to  Westminster 
Abbey  by  the  Victorian  restorers,  it  'is  in  fact 
one  of  the  most  forceful  arguments  in  favour  of 
ruins' !  The  direst  enemy  of  the  Abbey,  surely,  is 
London  soot,  followed  by  the  cluttering  of  the 
building,  mainly  in  the  eighteenth  century,  with 
unsuitable  monuments,  and  the  introduction 
since  the  last  war  of  some  excruciatingly  bad 
stained  glass.  But,  if  the  will  were  there,  the  two 
latter  would  be  remediable,  while  the  first  would 
remain  whether  the  building  were  a  ruin  or  not. 
The  example  of  Kirkstall  may  suffice  to  explode 
the  idea  that  a  ruin  can  ever  be  really  enjoyable 
in  proximity  with  a  big  smoky  city. 

The  rest  of  the  text  is  more  orthodox,  briefly 
describing  how  the  abbeys  and  priories  came  into 
being  (nearly  all  of  them  were  founded  before 
the  end  of  the  twelfth  century),  how  the  monast- 
eries of  the  various  Orders  differed  from  each 
other,  how  they  were  planned,  constructed  and 
maintained,  and  what  happened  to  them  after  the 
Dissolution.  Those  monastic  churches  which 
became,  or  were  already,  cathedrals  have  wisely 
been  excluded  from  the  present  volume,  but 
every  other  type  is  represented,  from  those  that 
are  today  stately  parish  churches,  like  Tewkes- 
bury or  Wymondham,  through  now  purely 
domestic  examples,  like  Woodspring  or  Fordc, 


to  ruins  in  every  stage  of  picturesque  and 
unpicturcsquc  decay.  The  notes  on  the  plates  arc 
replete  with  sensitive  and  unhackneyed  observ- 
ations. The  photographs  arc  of  the  splendid 
standard  which  one  now  expects  as  a  matter  of 
course  from  Mr.  Edwin  Smith,  and  it  was  a 
happy  idea  to  include  also  eleven  eighteenth- 
and  early  nineteenth-century  steel  engravings. 
One's  only  regret  (since  for  the  same  price  there 
are  but  153  plates  in  the  present  volume  as 
against  232  in  the  companion  volume  on  English 
Parish  Churches)  is  that  room  was  not  found  for 
a  few  more.  Among  the  abbeys  and  priories 
which  do  not  appear  at  all  here,  but  which  might 
be  thought  to  deserve  illustration,  are  Great 
Malvern  (there  are  plates  of  its  glass  only), 
Shrewsbury,  Haughmond  and  Buildwas,  New- 
stead,  Blyth  and  Thornton,  St.  Mary's  at  York, 
Guisborough,  Tynemouth  and  Furncss.  The  less 
well  endowed  South  certainly  comes  off, 
relatively,  much  better,  though  there  is  only  an 
engraving  of  Netley,  and  one  would  have  liked 
to  have  seen  the  great  Norman  doorway  at  St. 
Germans. — A.C.-T. 

ADMIRALTY  HOUSE,  WHITEHALL: 

By  Viscount  Cilcennin.  (London:  Country 
Life,  i960.  62  pages,  29  illustrations.  12s.  6d. 
net.) 

THE  existence  of  Admiralty  House,  whose  full 
postal  address  is  No.  36,  Whitehall,  has  become 
better  known  to  the  public  since  its  recent  occu- 
pation by  the  Prime  Minister  while  No.  10, 
Downing  Street  is  being  repaired.  Tucked  into 
the  corner  between  the  Horse  Guards  Building 
and  the  new  Edwardian  Admiralty  Building,  its 
front  door  is  in  the  Admiralty  courtyard  open- 
ing off  Whitehall  and  its  principal  rooms  face 
St.  James's  Park.  It  should  not  be  confused  with 
the  more  modern  Mall  House  joined  to  the  main 
Admiralty  Building  by  the  Admiralty  Arch  and 
designed  to  serve  as  the  official  residence  of  the 
First  Sea  Lord. 

Howe  was  First  Lord  of  the  Admiralty  in 
1786  and  Pitt  Prime  Minister  when  a  request  was 
made  'for  a  few  rooms  of  his  own  where  the 
First  Lord  might  dwell  in  greater  privacy'. 
Parliament  approved  an  estimate  of  £13,000. 
The  architect  was  Cockerell,  whose  christian 
names  appropriately  enough  were  Samuel  and 
Pepys,  and  he  chose  a  simplified  form  following 
the  Palladian  tradition.  The  plaster  work  was 
executed  under  the  supervision  of  J.  B.  Pap- 
worth  and  Richard  Westmacott,  whose  son 
designed  the  Duke  of  York's  column  and  the 
Achilles  statue  to  the  Duke  of  Wellington  in 
Hyde  Park,  who  chose  and  installed  the  chimney- 
pieces,  most  of  which  in  the  interests  of  economy 
were  taken  from  houses  which  were  being 
broken  up.  By  the  time  the  house  was  completed 
the  'few  rooms'  asked  for  had  increased  to  over 
thirty. 

Viscount  Cilcennin,  who  died  while  his  book 
was  in  the  final  stages  of  preparation  for  publica- 
tion, was  better  known  as  Mr.  J.  P.  L.  Thomas 
and  as  First  Lord  of  the  Admiralty  from  1951- 
1956.  His  affection  for  the  Navy  and  its  traditions 
stands  out  on  every  page,  and  his  description  of 
the  house  and  its  contents  is  much  more  than  a 
mere  catalogue.  He  tells  stories  of  previous 
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First  Lords  and  of  Nelson  dining  there  with  his 
wife,  how  the  office  of  First  Lord  originated  and 
how  the  Board  of  Admiralty  replaced  the  Lord 
High  Admiral. 

The  Adam  screen  guarding  the  courtyard  of 
the  old  Admiralty  Building  is  decorated  with 
carved  dolphins  supporting  the  fouled  anchor 
insignia  of  Admiralty  and  it  is  dolphins  again 
which  provide  the  central  theme  for  the  decora- 
tion of  the  house.  They  are  seen  in  the  carvings 
on  some  of  the  mantelpieces  but  appear  in  their 
most  startling  glory  in  the  drawing  room  which 
is  furnished  with  the  famous  'Fish'  suite,  named 
after  its  donor.  The  tables  have  dolphin  legs  and 
the  chairs  and  sofas  dolphin  arms.  Each  piece  is 
emphatically,  almost  grotesquely  carved,  with 
the  result  that  the  pleasure  of  the  effect  lies  more 
in  its  blatant  monstrosity  than  in  any  natural 
elegance. 

Only  in  his  description  of  the  state  bedroom 
does  Viscount  Cilcennin's  account  fall  short.  As 
a  bachelor  he  confines  himself  to  admitting  that 
he  found  the  room  overpowering  and  this  re- 
action is  not  surprising  when  one  reads  Lady 
Diana  Cooper's  account  of  it  in  her  Trumpets 
from  the  Steep:  'Did  you  ever  see  my  bed?  It  rose 
1 6  feet  high  from  a  shoal  of  gold  dolphins  and 
tridents ;  ropes  made  fast  the  blue  satin  curtains ; 
round  the  walls  Captain  Cook  was  discovering 
Australia'. 

This  little  book  is  full  of  illustrations  which  do 
justice  to  the  furniture,  pictures  and  carvings 
and  will  make  it  of  particular  interest  to  collec- 
tors. By  Viscount  Cilcennin's  wish  any  proceeds 
from  the  book's  sale  will  be  given  to  King 
George's  Fund  for  Sailors. — R.D.R. 

TOULOUSE-LAUTREC.  A  DEFINITIVE 
BIOGRAPHY :  By  Henri  Perruchot.  (Lon- 
don: Michael  Joseph.  35s.  net.) 

NO  great  painter  can  be  so  completely  known 
as  Toulouse-Lautrec.  The  illustrious  history  of 
the  Counts  of  Toulouse  goes  back  800  years,  so 
we  can  discover  not  only  what  he  was  but  why  he 
was  that.  They  were  tremendous  warriors,  these 
Toulouses,  going  back  to  the  Crusades;  and  the 
eighteenth-century  wife  of  one  was  a  notable 
nymphomaniac.  One  and  all  were  tireless, 
arrogant  and  given  to  debauchery  with  un- 
quenchable zeal. 

Count  Alphonse,  father  of  Henri,  was  more 
hilariously  odd  and  eccentric  than  his  son,  and 
lived  for  horses,  hounds,  and  the  chase.  His  son 
would  have  followed  him,  but  the  deformity 
which  crippled  him,  by  an  odd  quirk  of  fate, 
made  him  the  first  Toulouse-Lautrec  to  direct  his 
vitality  into  significant  value  for  civilisation. 

Twentieth-century  art  owes  as  much  to  him 
as  to  anyone,  for  none  of  the  moderns,  not  even 
Degas,  probed  so  deeply  under  the  surface  to 
reveal  the  soul  of  humans  with  such  stark  and 
biting  truth.  Lautrec,  like  all  true  aristocrats,  had 
a  superb  disregard  for  what  people  thought  of 
him  (of  his  physical  appearance,  yes,  but  of  his 
behaviour  and  personality,  never)  and  thus  he 
disregarded  people's  reaction  to  what  he  thought 
of  them.  His  art  was  unsentimental,  objective, 
uninhibited,  but  also  compassionate  where  com- 
passion was  due,  and  wonderfully  poetic. 

To  express  this  art  he  learnt  to  draw :  he  drew 


continuously  with  the  result  that  his  art  was 

clothed  in  superb  draughtsmanship. 

Henri  Perruchot  has  made  a  deep  and  wide 
ranging  study  of  the  painter's  life.  His  biblio- 
graphy and  scholarship  is  exhaustive,  but  the 
result  is  never  heavy  or  dull.  He  matches  his 
hero's  works  in  lightness  of  touch  and  deftness, 
to  bring  the  whole  core  to  life,  yet  never  falling 
into  the  biographer's  trap  of  confusing  the  pic- 
ture with  a  mass  of  detail.  Everything  that  needs 
to  be  said  is  stated  with  concentration  and  sim- 
plicity, so  that  at  the  end  there  emerges  a  more 
complete  understanding  of  this  turbulent  genius 
than  ever  before.  He  makes  little  attempt  at  art 
criticism,  either  of  Toulouse-Lautrec  or  his  con- 
temporaries, nor  does  he  reproduce  any  of  the 
works,  preferring  to  illustrate — or  rather  illumin- 
ate— the  text  with  the  most  intriguing  collection 
of  photographs  ever  assembled  of  a  painter, 
many  of  them  never  published  before.  The 
appalling  virility  of  this  grotesque,  but  pathetic 
dwarf  becomes  completely  comprehensible,  and 
this,  in  the  end  is  the  best  art  criticism  of  all. 

The  book  production  is  as  excellent  as  the 
book,  and  Humphrey  Hare,  the  translator,  has 
clearly  gone  to  the  most  intelligent  trouble  in 
keeping  the  sense  of  the  original  Toulouse 
witticisms  when  rendered  into  English. — A.G. 

THEMES  AND  VARIATIONS:  By  K.  E. 

Maison.  Introduction  by  Michael  Ayrton. 
(London:  Thames  and  Hudson.  .£4  15s.  net.) 

FEW  things  show  more  clearly  the  extent  and 
nature  of  the  new  art-interested  public  than  the 
steady  appearance  over  the  last  five  years  of 
books  like  the  one  under  review  here.  They  are 
mainly  picture-books,  lavishly  illustrated,  with 
texts  and  commentaries  that  are  neither  system- 
atic nor  comprehensive  enough  to  be  of  real 
value  to  the  scholar,  their  price  is  likely  to  place 
them  out  of  the  reach  of  most  practising  art 
students,  and  yet  they  demand  from  their  public 
a  serious  and  far  from  generalised  interest  and 
knowledge.  They  are  all  galleries  of  Malraux's 
'museum  without  walls'  but  K.  E.  Maison's  book 
differs  from  most  by  inviting  its  readers  into  a 
sort  of  research  ante-chamber  where  the  detection 
of  borrowing,  the  study  of  free  translations, 
interpretations  and  commentaries  in  paint  can 
be  undertaken.  One  of  the  difficulties  in  present- 
ing the  evidence  is  the  question  of  colour.  The 
major  part  of  the  book  consists  of  paintings  and, 
in  an  art  which  is  basically  an  art  of  colour,  much 
of  the  interest  and  significance  of  a  'translation' 
is  lacking  in  comparing  black  and  white  photo- 
graphs (would  Braque's  tribute  to  Corot  (pi.  245) 
have  appeared  quite  so  moving  and  sincere  had 
it  been  one  of  the  black-and-white  illustrations?). 
The  bulk  of  the  plates  are  black-and-white  and  of 
excellent  clarity;  the  thirty-one  in  colour  are 
uneven  in  quality  but  sufficiently  good  to  make 
one  realise  how  large  and  important  the  im- 
ponderable factor  is  in  studying  the  black-and- 
whites. 

Michael  Ayrton  has  contributed  an  informa- 
tive and  stimulating  introduction,  a  mixture  of 
scholarly  comment  and  painterly  insight  which 
he  does  so  well.  By  comparison  the  text  which 
accompanies  the  plates  is  dry  and  thin  and  does 
little  to  help  the  reader  in  the  business  of  com- 


parison and  analysis ;  the  general,  rather  than  the 
specialist,  reader  to  whom  this  book  is  most  likely 
to  appeal  would  have  been  helped  by  more 
specific  analytical  comment  on  individual  plates 
to  support  the  general  historical  information 
which  is  provided. 

Nevertheless,  despite  its  shortcomings,  this  is 
a  most  welcome  addition  to  the  'picture-books' 
since  on  every  page  we  are  reminded  of  the  fact 
that  part  of  the  artist's  passion  for  painting  or  for 
sculpture,  has  been  a  passion  about  exemplars 
from  the  past.  As  Mr.  Ayrton  says:  'He  moves 
over  an  intricate  web  woven  of  the  fabric  of 
imagery  and  he  ranges  back  and  forth  across 
time  in  the  struggle  to  clarify  his  own  visual 
experiences'. 

It  would  be  true  to  say  that  the  majority  of 
artists,  past  and  present,  have  been  encouraged  to 
become  painters  or  sculptors  more  by  the  exam- 
ple of  other  artists  than  by  a  love  of  nature. 
Many  have  been  sustained  to  a  late  stage  of 
development  by  the  haunting  vision  of  equal- 
ling or  surpassing  a^  great  predecessor's  achieve- 
ment and  few,  if  any,  have  found  themselves 
unable  to  profit  by  a  study  of  the  past.  Great 
works  of  art  have  at  all  times  acted  like  magnets, 
drawing  successive  generations  of  artists  to  pay 
homage  and  to  take  nourishment.  This  homage 
is  often  concealed  in  their  own  works  in  uncon- 
scious influence  or  deliberate  borrowing,  but 
sometimes  it  is  direct  in  the  form  of  copy,  trans- 
lation or  paraphrase  and  it  is  these  instances  that 
are  the  subject  of  Themes  and  Variations.  There 
are  examples  which  illustrate  the  tradition  of 
copying  as  part  of  the  normal  education  of 
the  artist-apprentice  in  the  workshop  or  the 
academy  student  being  faithful  to  the  approved 
masters  of  academic  tradition.  There  are  copies 
done  for  money  and  for  love;  translations  and 
paraphrases  that  come  from  affection,  from  in- 
quisitiveness,  perhaps  from  envy  and  a  desire  to 
surpass.  But  in  every  case  we  are  the  witnesses  of 
a  dialogue  between  artistic  intelligences  and  it  is 
this  that  gives  greatest  value  to  this  study  of 
master  copies  and  interpretations.  Today,  when 
originality  threatens  to  become  the  only  quality 
to  be  admired,  one  of  the  most  salutary  lessons 
to  be  learned  from  a  study  of  this  book  is  that 
the  great  innovators  and  rebels — Rembrandt, 
Rubens,  Delacroix,  Cezanne,  Van  Gogh, 
Picasso — have  been  among  the  most  assiduous 
translators  of  earlier  masterpieces. — M.  de  S. 

HENRY  ALDRICH  OF  CHRISTCHURCH 
1648-1710:  By  W.  G.  Hiscock.  Printed  for 
Christ  Church  at  the  Holywell  Press,  Oxford. 
2 is.  net. 

THE  very  first  problem  to  confront  a  prospec- 
tive biographer  must  be — is  the  chosen  person- 
age deserving  of  either  a  new  life,  or  of  a  life  at 
all?  Mr.  W.  G.  Hiscock,  who  is  Deputy  Librarian 
of  Christ  Church,  candidly  admits  in  his  Preface 
that  the  publisher  to  whom  he  showed  the  first 
draft  of  the  book  now  under  review,  turned  it 
down  on  the  ground  that  there  was  not  enough 
material  to  justify  a  life  of  Henry  Aldrich.  To  his 
credit,  and  that  of  Christ  Church,  he  was  un- 
deterred. He  persevered,  and  the  governing 
body  decided  to  print  the  book  themselves  in 
aid  of  the  library  fund. 
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The  name  of  Henry  Aldrich,  Dean  of  Christ 
Church,  is  known  to  every  undergraduate  who 
has  passed  through  Oxford  University.  His  life 
was  by  no  means  spectacular.  He  is  not  a  national 
hero,  in  spite  of  his  courageous  stand  against 
James  Il's  attempts  to  Romanize  the  University; 
nor  does  he  qualify  as  a  distinguished  man  of 
letters  on  the  strength  of  a  handful  of  pamphlets, 
prefaces  and  catches.  On  the  other  hand  he  is  to 
be  numbered  among  the  University's  greatest 
scholars.  He  was  a  man  of  almost  universal 
learning,  and  of  widespread  interests.  Mathe- 
matics, logic,  heraldry  and  mythology  were 
only  a  few  of  them.  He  collected  over  2,000 
engravings,  3,000  rare  books  and  pamphlets  and 
8,000  works  of  music,  the  last  of  immense  im- 
portance. All  these  things  he  left  to  Christ 
Church.  But  he  was  more  than  a  collector.  He 
was  a  fine  draftsman ;  he  produced  engravings  on 
copperplate,  and  composed  music.  Finally — and 
this  is  the  achievement  which  tilts  the  scale  in 
justification,  if  one  is  needed,  of  a  biography — 
he  was  no  inconsiderable  architect. 

Aldrich's  excessive  modesty  and  pathological 
insistence  upon  anonymity,  which  led  him  to 
direct  that  all  his  papers  should  be  destroyed  on 
his  death,  make  it  difficult  to  determine  how 
many  buildings  he  did  in  fact  design.  Mr.  How- 
ard Colvin,  in  his  Dictionary  of  Architects,  says 
that  Peckwater  Quadrangle  at  Christ  Church,  is 
the  only  certainty,  although  he  does  not  reject 
out  of  hand  other  attributions.  Mr.  Hiscock, 
notwithstanding,  sets  out  to  credit  Aldrich  with 
several  more  certainties.  Whereas  his  claims  for 
the  alterations  to  St.  Mary's  Church,  for  the 
building  of  Trinity  College  Chapel,  Christ 
Church  Library,  and  All  Saints  Church  seem  con- 
vincing, his  arguments  in  favour  of  the  author- 
ship of  the  Old  Ashmolean,  Queen's  College 
Library,  Hall,  Chapel  and  Quadrangle  lack 
sufficient  evidence.  It  is  only  by  implication  that 
the  design  of  these  buildings  can  so  far  be  attri- 
buted to  the  Dean  of  Christ  Church. 

Aldrich's  character  remains  enigmatical. 
There  is  no  doubt  that  the  majority  of  his  con- 
temporaries not  only  revered,  but  loved  him, 
because  with  all  his  learning  he  was  convivial. 
He  liked  glee-singing.  He  chain-smoked.  He 
even  drank  at  times  to  excess.  One  lampoonist 
hints  at  a  more  serious  frailty.  Aldrich  was 
probably  tormented  by  guilt.  He  was  insistent 
that  no  tombstone,  nor  the  merest  mention  of 
his  name  should  appear  over  his  grave.  His 
secretiveness  suggests  that  there  were  incidents 
in  his  life  that  he  wished  to  conceal.  It  has 
necessarily  been  a  grave  handicap  to  his  bio- 
grapher.—J.  L-M. 

AN  ILLUSTRATED  HISTORY  OF 
MUSIC:  By  Marc  Pincherle.  Translated  by 
Rollo  Myers.  (London:  Macmillan  &  Co., 
Ltd.,  i960,  pp.  215.  £  5  5s.  net.) 

THIS  lavishly-produced  book  has  most  of  the 
virtues  and  defects  of  its  class:  i.e.  the  de  luxe 
volume  addressed  to  non-specialist  readers.  M. 
Pincherle's  lengthy  text  covers  the  whole  of 
Western  music  from  the  beginnings  of  notation 
to  musique  concrete;  a  notable  achievement  for 
any  single  author,  and  especially  for  one  who  is 
known  to  be  an  authority  on  particular  periods. 
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In  such  circumstances  the  choice  of  balance,  and 
of  what  material  to  include  and  what  to  omit, 
must  necessarily  be  personal  and  arbitrary,  and 
so,  vulnerable  to  criticism  according  to  the 
foibles  of  particular  readers.  For  your  reviewer, 
the  English  musical  scene  has  been  underplayed, 
and  there  is  no  really  penetrating  assessment  of 
the  part  played  by  the  rise  and  development  of 
instruments  in  Western  musical  history.  Mr. 
Myers  has  produced  a  fluent  and  readable  trans- 
lation, though  a  few  unnecessary  Frenchisms 
haye  eluded  proof-reading,  together  with  some 
that  are  neither  fish  nor  flesh,  e.g.  Liinebourg, 
Mulhouse,  for  two  of  the  places  that  remember 
J.  S.  Bach.  An  even  less-excusable  Englishism  is 
'The  Third  Book  of  Universal  Harmony'  for 
Mersenne's  celebrated  Harmonie  Universelle. 
There  are  signs,  too,  that  the  translator  is  not 
always  completely  at  home  with  French  tech- 
nical terms  for  instruments  and  their  various 
parts.  It  is  incredible,  for  instance,  that  any  music- 
ologist, French  or  English,  should  pass  the 
statement  (p. 63)  that  the  fingerboard  of  the  lute 
is  set  at  right-angles  to  the  neck. 

The  art  editors,  Georges  and  Rosamond 
Benier,  have  assembled  iconographical  sources 
of  remarkable  range,  substance,  novelty  and 
beauty,  flawlessly  reproduced.  That  they  have 
succeeded  in  introducing  so  much  new  or  little- 
known  material  is  a  feat  that  must  be  measured 
against  the  systematic  iconography  of  Kinski's 
thirty-year-old  Album  Musical,  better  known  to 
English  readers  as  A  History  of  Music  in  Pictures. 

These  splendid  reproductions  alone  are  worth 
the  price  of  the  book.  There  is,  however,  a  most 
unfortunate  dichotomy  in  its  make-up.  One  may 
either  read  the  text  or  look  at  the  pictures,  but 
the  reader  who  seeks  to  elucidate  the  one  by 
reference  to  the  other  will  seek  in  vain,  for  the 
letterpress  ignores  the  illustrations  completely, 
while  the  captioning  of  the  latter  in  many  cases 
adds  little  but  confusion.  Indeed,  some  of  the 
captions  are  quite  seriously  wrong  in  matters  of 
fact,  particularly  when  describing  representations 
of  musical  instruments.  The  Attic  cup  (p.  10) 
shows  the  kithara,  not  the  cittern.  Two  shawms 
(29  and  44)  are  called  'pipes',  the  latter  because  of 
its  drum  accompaniment,  a  'pipe  and  tabor', 
whereas  a  real  pipe  and  tabor  (p.26)  appears  as 
'flute  a  bee  and  tambourine'.  A  tenor  and  treble 
shawm  in  the  same  picture  are  described  as  bass- 
flute  and  cornet  (51c)  respectively.  On  page  14  we 
find  the  strange  anomaly  of  a  hand-bowed 


hurdy-gurdy,  and  on  page  45  an  obvious  lyra  da 
braccio  becomes  a  viol — a  label  which  is  distribut- 
ed ad  hoc  to  almost  every  pre-violin  bowed 
instrument  despite  its  narrower  technical  mean- 
ing. Mistakes  such  as  these  seem  to  emphasise 
more  than  ever  a  fundamental  lack  of  co-ordina- 
tion between  the  author  and  the  art  editors,  none 
of  whom,  by  the  way,  has  thought  fit  to  provide 
a  Table  of  Contents,  a  list  of  plates  or  an  index. 
These  omissions  are  unworthy  a  book  of  serious 
intent  and  will  impair  its  usefulness  as  a  work  of 
reference  to  any  class  of  reader. — E.H. 

L'ARTE  DI  ANDREA  MANTEGNA:  By 

Giuseppe  Fiocco.  (Venice:  Neri  Pozza,  9,000 
lire  net.) 

CIMA    DA    CONEGLIANO:    By  Luigi 
Coletti.  (Venice:  Neri  Pozza,  8,000  lire  net.) 

THESE  two  books  are  the  first  of  a  new  series  of 
monographs  published  under  the  general  title: 
Saggi  e  studi  di  storia  dell'  arte.  They  are  hand- 
somely produced  and  lavishly  illustrated  with 
both  black  and  white  photographs  and  colour 
plates  of  unusually  high  quality.  The  texts  of 
both  volumes  are  fairly  substantial  and  the  work 
of  scholars  of  international  reputation.  They  will 
therefore  appeal  as  much  to  the  student  as  the 
dilettante.  One's  only  general  criticism  is  that 
neither  volume  has  been  supplied  with  a 
thorough  index,  though  this  would  be  particu- 
larly useful  in  Professor  Fiocco's  book  which 
ranges  over  a  wider  subject  than  its  title  suggests. 

Professor  Fiocco's  L'Arte  di  Andrea  Mantegna 
is  a  new  and  revised  edition  of  a  book  which  was 
first  published  in  1927  and  has  been  much  used 
by  students  of  the  North  Italian  Renaissance  ever 
since.  It  was,  in  its  way,  a  revolutionary  book 
since  it  was  the  first  to  reveal  the  impact  of 
Tuscan  artists  on  Venice  and  Padua  in  the  early 
quattrocento  and  to  deflate  the  historical  reputa- 
tion of  Francesco  Squarcione.  Much  water  has 
flown  under  the  art-historical  bridges  in  the  past 
thirty-three  years:  documents  have  been  trans- 
cribed and  published,  previously  unknown 
pictures  and  statues  have  come  to  light,  and, 
alas,  a  major  part  of  the  greatest  complex 
described  in  the  volume — the  Ovetari  chapel  at 
Padua — has  been  destroyed.  But  nothing  has 
been  discovered  to  alter  the  main  argument  of 
Professor  Fiocco's  text.  Indeed,  he  has  been  able 
to  summarize  all  the  recent  discoveries  in  brief 
appendices  to  his  original  eleven  chapters  and 
thus  bring  the  work  up  to  date. 

For  the  benefit  of  those  who  are  unfamiliar 
with  L'Arte  di  Andrea  Mantegna,  it  should  be 
explained  that  this  book  is  not  a  life  of  the 
painter  but  an  account  of  the  artistic  background 
from  which  he  developed.  Professor  Fiocco 
therefore  begins  with  a  series  of  chapters  devoted 
to  the  Tuscan  artists  who  introduced  the 
Renaissance  style  into  Venice  in  the  first  half  of 
the  fifteenth  century:  the  Lamberti,  Paolo 
Uccello,  the  mysterious  Dello  Delli,  Andrea  del 
Castagno,  and  Filippo  Lippi.  He  then  turns  to 
assess  the  documentary  evidence  for  the  supposed 
importance  of  Francesco  Squarcione  as  a 
formative  influence  on  the  Paduan  school  and  to 
reveal  that  it  is  negligible.  He  finds  that  Niccolo 
Pizzolo  and  Ansuino  da  Forli  were  figures  of  far 
greater  importance,  and  neatly  summarizes  the 
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known  information  about  them.  Both  these 
painters  worked  in  the  Ovetari  chapel  of  the 
Eremitani  where  Mantegna  made  his  debut  as  a 
mature  artist,  and  to  this  complex  Professor 
Fiocco  devotes  a  fascinating  chapter.  Passing  to 
Mantegna's  other  Paduan  works,  he  illustrates 
his  debt  to  his  father-in-law,  Jacopo  Bellini.  He 
next  gives  an  account  of  the  mosaics — after 
Jacopo  Bellini,  Giambono  and  Mantegna — in 
the  Cappella  dei  Mascoli  of  St.  Mark's,  Venice. 
And  he  concludes  with  a  brief  chapter  on  the 
monument  to  Federico  Cornaro  in  the  Frari, 
attributing  it  to  Mantegna.  This  is  therefore  a 
book  of  fundamental  importance  for  the  under- 
standing not  only  of  Mantegna  but  of  the  whole 
Venetian  Renaissance. 

Professor  Luigi  Coletti's  book,  the  first  to  be 
devoted  to  Cima  for  half  a  century,  is  a  more 
straightforward  monograph.  But  it  is  none  the 
less  valuable,  because  it  illuminates  the  career  of 
the  most  attractive  of  the  second  rank  of  Venetian 
painters  of  the  late  fifteenth  and  early  sixteenth 
centuries.  The  volume  consists  of  a  brief  intro- 
duction, in  the  form  of  an  appreciative  essay,  a 
summary  of  the  known  biographical  facts  about 
the  artist,  an  account  of  his  school  and  workshop, 
and  a  catalogue  raisonne  of  works.  There  are 
fourteen  colour  and  more  than  160  black  and 
white  illustrations.  Those  who  are  reluctant  to 
embarrass  a  painter  with  undocumented  juvenalia 
may  perhaps  question  Professor  Coletti's  attri- 
bution to  Cima  of  the  Madonna  and  Child  in  the 
Calligaris  Collection.  And  some  eyebrows  may 
be  raised  at  his  over-confident  attribution  of  the 
Judith  in  the  Rasini  Collection  to  the  young 
Giorgione,  especially  as  he  makes  it  the  main 
support  for  his  novel  hypothesis  that  Cima 
exerted  an  important  formative  influence  on 
Giorgione.  But  otherwise  few  will  wish  to 
dispute  the  authorship  of  the  numerous  works 
which  the  author  ascribes  to  Cima  da  Conegliano 
in  this  illuminating  monograph. — H.H. 

BOOK  PRODUCTION  NOTES 

by  Ruari  McLean 

BEFORE  the  application  of  photography  to 
printing,  the  reproduction  of  works  of  art  was 
carried  out  entirely  by  hand  processes,  such  as 
engraving  and  lithography,  worked  with 
fantastic  skill.  Today,  the  problems  are  no  easier 
to  solve :  and  all  the  resources  of  modern  tech- 
nology are  still  of  no  use  without  the  same  kind 
of  painstaking  human  skill  that  was  required  for 
the  old  hand  processes — and  indeed  for  the 
works  of  art  themselves.  A  superb  book  of 
colour  photographs  of  Versailles,  printed  by 
Draeger  Freres  some  years  ago,  took  ten  years  to 
produce,  three  of  which,  it  is  said,  were  spent  in 
taking  unsuccessful  photographs  before  it  was 
discovered  that  the  tread  of  visitors'  feet  in  the 
galleries  was  producing  a  vibration  in  the  build- 
ing sufficient  to  ruin  the  photography. 

A  work  of  similar  difficulty  and  success  has 
just  been  published  in  Brussels,  Tapisseries 
Flamandes  du  XlVe  au  XVIIIe  Siecle  (Editions 
1' Arcade,  av.  Van  Volxem  299,  Brussels.  Price: 
2500  Belgian  Francs).  It  is  surprising  to  find 
that  it  is  the  first  work  to  reproduce  the  great 
tapestries  of  the  West  in  colour;  and  the  fore- 


word explains  why.  The  problems  of  obtaining 
permission,  for,  in  some  cases,  building  special 
scaffoldings  to  hang  the  tapestries,  of  lighting, 
and  photographing,  must  have  been  enormous, 
and  beyond  the  resources  of  any  commercial 
publisher:  but  they  were  overcome  by  the 
initiative  of  M.  Leemans  and  Loiseau,  the  two 
directors  of  L' Arcade,  and  financial  assistance 
was  provided  by  the  Banque  dc  Paris  et  des 
Pays-Bas  in  Brussels,  already  a  generous  patron 
of  the  arts.  The  photography  was  undertaken  by 
the  Antwerp  firm  of  De  Schutter  and  the  print- 
ing, by  letterpress  in  black  and  white,  and  six 
colours  offset,  is  by  Leemans  and  Loiseau, 
Brussels. 

The  page  size  is  13^  in.  X  10  in.:  the  book  is 
2  in.  thick  and  contains,  besides  numerous 
black  and  white  plates  (many  as  folded  pull- 
outs),  18  double-spreads  and  25  single  pages  in 
colour.  The  quality  of  the  colour  plates  is  superb 
and  it  is  at  least  permissible  to  ask  (as  does  M. 
Liebaers,  Director  of  the  Bibliotheque  Royale  of 
Belgium,  in  his  foreword)  if  tapestry,  unlike 
most  other  works  of  art,  is  not  actually  seen 
better  in  colour  reproductions  of  this  quality 
than  in  actuality. 

There  is  no-  doubt  that  much  inaccessible 
sculpture  and  roof  decoration  is  better  seen  in 
books  (though  rarely  in  good  colour)  and  the 
same  must  apply  to  inaccessible  and  rarely-hung 
tapestries.  But  even  where  tapestry  is  accessible 
and  hung  in  a  good  light,  these  colour  photo- 
graphs, perhaps  by  the  very  reduction  in  optical 
scale,  afford  an  unsurpassed  opportunity  for 
study  of  the  overall  design,  as  well  as  the  detail. 
The  text  is  by  Professor  Roger  A.  D'Hulst,  and 
it  is  good  news  that  an  English  translation  will  in 
due  course  be  available. 

The  book  is  quarter-bound  in  white  vellum 
with  black  ingres  paper  sides,  both  spine  and 
front  blocked  in  gold.  This  is  one  of  the  most 
attractive  and  finely  produced  works  of  art 
scholarship  to  come  from  any  European  Press 
in  recent  years. 

Another  ambitious  venture  in  the  field  of  art 
scholarship  is  the  Acanthus  History  of  Sculp- 
ture, of  which  the  general  editors  are  Sir  Herbert 
Read  and  H.  D.  Molesworth.  The  first  two 
volumes,  on  Ancient  Egypt  and  Classical 
Greece,  have  just  been  published  by  the  Old- 
bourne  Press  at  42s.  each.  The  large  page  size, 
I4f  in.  x  1  if  in.,  and  the  superb  two-colour 
offset  printing  by  Imprimeries  Reunies  of 


ffil  —  Ti  ranti 

As  specialists  we  carry  one  of 
the  largest  stocks  in  the  world 
on  fine  arts.  Enquiries  for  books 
reviewed  here  or  any  other  art 
book,  will  have  our 
immediate  attention. 


72  Charlotte  Street  London  W.  1 


Lausanne  gives  the  maximum  impact  to  F.  L. 
Kenett's  memorable  photography.  Each  volume 
contains  ten  pages  of  text  and  thirty-three 
plates. 

The  Egyptian  and  Greek  sculptures  illustrated 
have  certainly  never  before  been  available  in 
photographs  of  this  size  and  quality. 

BOOKS  RECEIVED 

(The  inclusion  of  a  book  in  this  list  does  not 
preclude  us  from  publishing  a  review  later.) 

The  Art  Idea:  By  James  Jackson.  The  John 
Harvard  Library.  Edited  by  Benjamin  Rowland 
Jr.  Harvard  University  Press.  London:  Oxford 
University  Press.  40s.  net. 

Ourselves  in  Canada:  By  Gordon  and  Elspeth 
Winter.  London:  Seeley,  Service  &  Co.  18s. 
net. 

The  History  of  Surrealist  Painting:  By 

Marcel  Jean.  London:  Weidenfeld  &  Nicol- 
son.  84s.  net. 

The  Life  of  Michelangelo:  By  C.  H.  Morgan. 
London:  Weidenfeld  &  Nicolson.  30s.  net. 

The  Seeing  Eye:  By  Freda  Lingstrom.  London : 
Studio  Books.  35s.  net. 

A  Gallery  of  Flowers:  By  Germain  Bazin. 
London:  Thames  &  Hudson.  35s.  net. 

Arts  of  the  United  States.  A  pictorial 
survey:  Edited  by  William  H.  Pierson  Jr.  and 
Martha  Davidson.  London:  McGraw  Hill 
Publishing  Co.  Ltd.  56s.  net. 

Art  of  the  World.  China.  Spirit  and  Society: 

By  Werner  Speiser.  London:  Methuen  &  Co. 
Ltd.  42s.  net. 

La  Vitrine.  Sole  agents  in  England:  R.  D. 
Franks,  Market  Place,  Oxford  Circus,  London 
W.i.  £3  10s.  a  year  (10  copies). 

Livres  Anciens  des  Pays-Bas.  La  Collection 
Lessing  J.  Rosenwald,  provenant  de  la 
Bibliotheque  d'Arenberg.  Exhibition. 
The  Hague:  29  August — 9  October  i960. 
Bruxelles:  21  October — 31  December 
i960.  Illustrated.  Bruxelles  1,  Belgium:  La 
Bibliotheque  Royale  de  Belgique  (5  rue  du 
Musee) . 

The  Four  Seasons  of  Sport:  By  John  Cadfryn- 
Roberts.  London:  The  Ariel  Press  (distributed 
by  Andre  Deutsch).  35s.  net.  (de  Luxe  Edition 
63s.). 

Handicrafts  and  Industrial  Arts  of  India:  By 

R.  J.  Mehta.  Bombay:  D.  B.  Taraporevala 
Sons  &  Co.  Private  Ltd.  (London  stockists: 
Wm.  Dawson  &  Sons  Ltd.,  W.C.2).  £4  18s. 

50  Facts  on  Art.  London:  The  Fine  Art  Trade 
Guild,  Public  Relations  Department  (48  Russell 
Square,  W.C.i).  is.  3d.  from  printsellers  or 
is.  6d.  including  postage  from  Fine  Art  Trade 
Guild. 
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Contributed  by  Adrian  Bury 


Round  about  the  Galleries 


Hayman  and  Vauxhall 

BUMPING  through  Vauxhall  Junction  the 
other  night  my  thoughts  were  diverted 
from  an  uncomfortably  full  railway  carriage  to 
old  Vauxhall  Gardens.  A  vision  of  the  neigh- 
bourhood as  it  was  two  hundred  years  ago  was 
some  relief  from  the  rolling  stock  and  a  number 
of  tired  faces  studying  'winners'  and  sensational 
news.  Ghosts  of  Richard  Wilson,  Hogarth, 
Hayman,  Jonathan  Tyers,  founder  of  Vauxhall 
Gardens,  Dr.  Johnson,  and  of  Goldsmith  who 
wrote  so  wittily  about  an  evening  there, 
haunted  me.  Tom  Rowlandson's  1784  master- 
piece with  portraits  of  celebrities  including  the 
Prince  of  Wales  and  Mrs.  Fitzhcrbcrt  came  to 
mind.  I  almost  heard  the  dulcet  tones  of  Mrs. 
Weichsel  entertaining  the  company  from  the 
opera  box. 

Whether  Hayman's  ghost  led  me  to  see  his 
picture  See-saw  I  must  leave  to  psychical  re- 
search experts,  but  the  fact  remains  that,  looking 
into  Messrs.  Appleby's  galleries  in  Ryder  Street, 
London,  the  following  day,  there  it  was  before 
my  eyes,  conjured  mysteriously  out  of  the  realm 
of  coincidences.  See-saw  was  one  of  Hayman's 
many  Vauxhall  Gardens  decorations. 

Whatever  we  may  think  of  the  contemporary 
idiom  in  painting,  and  I  for  one  have  ceased  to 
think  about  it,  art  scholarship  was  never  so 
painstaking  nor  illuminating  as  it  is  today,  and 
many  competent  artists  who  might  have  gone 
irretrievably  into  undeserved  oblivion  have  been 
preserved  thanks  to  the  researcher  and  his  in- 
dispensable ally,  the  photographer. 

Hayman  was  not  a  great  artist,  but  he  was  an 
important  personality  as  regards  the  formation 
of  the  Society  of  Artists  and  an  original  member 
of  the  Royal  Academy.  Much  of  his  best  work 
in  a  decorative  sense  was  done  by  way  of  en- 
livening the  Supper  Boxes,  the  Prince's  Pavilion 
and  the  Rotunda  Saloon  at  Vauxhall.  What 
remains  of  it,  such  as  Mayday  and  particularly 
See-saw,  are  delightful  in  their  gay  mood  and 
costumes.  There  is  a  certain  voluptuous  elegance 
about  See-saw  that  derives  from  French  art  of 
the  time,  an  elegance  appropriate  to  Vauxhall, 
the  best  of  all  London's  pleasure  gardens.  The 
picture  reminds  us  that  Goldsmith  'found  every 
sense  overpaid  with  more  than  expected  pleasure ; 
the  lights  everywhere  glimmering  through  the 
scarcely  moving  trees;  the  full-bodied  concert 
bursting  on  the  stillness  of  the  night,  the  natural 
concert  of  the  birds  in  the  more  retired  part  of 
the  grove  vying  with  that  which  was  formed  by 
art;  the  company  gayly  dressed,  looking  satis- 
faction, and  the  tables  spread  with  various 
delicacies,  all  conspired  to  fill  my  imagination 
with  the  visionary  happiness  of  the  Arabian  law- 
giver, and  lifted  me  into  an  ecstasy  of  admira- 
tion'. 


Goldsmith  has  led  me  away  from  Hayman. 
What  more  about  him?  Very  little.  He  was  born 
in  Exeter  in  1708  and  lived  until  1776.  He  painted 
a  ceiling  for  Dr.  Cox  Macro  of  Bury  St. 
Edmunds,  portraits  and  conversation-pieces; 
and  is  immortalised  by  having  been  with 
Hogarth  on  that  visit  to  France  when  they  fell 
foul  of  the  authorities  and  were  thrown  into 
gaol. 

The  Hayman  exhibition  at  Kenwood  last  year 
was  a  revelation  of  his  quality;  some  of  his  early 
family  groups — the  Jacobs  family,  for  instance 
— expressing  a  charm  and  dignity  worthy  of 
his  period. 

The  See-saw  at  Appleby's  has  undeniable 
charm,  and,  considering  its  age  and  vicissitudes 
from  Vauxhall  in  the  first  half  of  the  eighteenth- 
century  to  Ryder  Street  in  i960,  is  in  a  remark- 
ably good  state  of  preservation. 

Old  Coach  and  New  Train 

READING  that  James  Pollard's  painting  of  the 
Peacock  Inn,  Islington,  fetched  ;£  19,000  in  the 
saleroom  last  December,  I  thought  of  an  oil 
painting  of  the  Spread  Eagle,  Epsom,  by  the 
ageing  artist,  showing  himself  in  the  foreground, 
trudging  along  and  mopping  his  brow.  Was  he 
walking  to  the  Derby  because  he  could  not 
'afford  a  carriage'  of  any  kind?  In  the  circum- 
stances of  that  19,000  it  is  sad  to  recall  that 
Pollard  died  a  poor  and  mentally  failing  man  in 
a  Chelsea  lodging  on  15  th  October,  1867,  at  the 
age  of  seventy-five  after  a  life  of  strenuous  effort. 

Pollard's  genius  is  best  summed  up  in  the 
Regency  Road,  and  his  coaching  pictures  and 
prints  bring  to  life  both  the  happiness  and 
stoicism  of  our  great-grandparents  as  they  sped 
north,  east,  south  and  west  on  gracefully  and 
practically  designed  vehicles  behind  a  team  of 
horses  in  charge  of  coachee.  To  travel  from 
London  to  Edinburgh  could  entail  a  week's 
adventure,  and  in  wintry  weather  one  could  not 
be  certain  of  arriving  at  all.  Yet  our  coaching 
system,  given  a  fair  climatic  chance,  ran  wonder- 
fully to  time,  and  was  an  essential  and  efficient 
part  of  English  business  and  social  life  between 
1775  and  the  advent  of  the  railway.  The  irony  of 
change  is  that  it  reached  its  highest  efficiency  as 
the  surveyors  and  engineers  were  building  the 
first  network  of  railways  up  and  down  the  land: 
and  by  the  1840's  investors  in  transport  realised 
that  horses  and  coaches  were  on  their  last  legs 
and  wheels,  and  probably  put  their  money  into 
the  'permanent'  way.  None  the  less,  coaches 
lingered  on  in  remote  places  until  late  in  the 
century. 

Pollard  and  other  artists  who  painted  coaching 
subjects  must  have  observed  the  coming  of 
the  steam  horse  with  regret  and  anxiety,  and 


hopefully  doubted  if  it  could  ever  replace  the 
stage  and  mail  as  they  knew  them  in  the  time 
of  the  Regent. 

There  is  a  certain  brave  pathos  about  a 
charming  picture  (one  of  a  pair)  by  Pollard, 
inscribed  in  an  old  hand  on  the  back  Springing 
them  up  to  Match  the  Train — in  other  words  a  race 
between  a  coach  in  the  foreground  and  a 
primitive  engine  and  carriages  in  the  background. 
It  was  a  pleasure  to  study  these  pictures  at  the  St. 
James's  Galleries  (Jermyn  Street),  rare  period 
pieces,  and  full  of  knowledge  of  a  subject  that 
Pollard  drew  and  painted  better  than  anybody 
else.  They  are  signed  and  dated  1843.  At  the  same 
galleries  there  arc  some  important  watercolours 
by  Sir  William  Russell  Flint,  including  an  interior 
of  an  old  French  farmhouse  with  a  charming 
figure  interest. 

Paysages  de  France 

THE  Tcrry-Engell  Galleries  (8,  Bury  Street)  are 
certain  to  attract  collectors  to  their  fourth  exhi- 
bition of  Paysages  de  France,  opening  April  1 1  th. 
This  annual  event  has  become  a  feature  of  the 
London  art  world,  and  the  reason  is  that  the 
majority  of  picture-lovers  prefer  beautiful  and 
reasonably  priced  examples  of  landscape  paint- 
ing requiring  no  special  critical  jargon  of 
recommendation.  The  sixty  examples,  some  by 
great  names,  many  by  names  as  yet  com- 
paratively unknown,  speak  for  themselves  in 
refined  and  intelligible  accents. 

An  inevitable  fact  in  creative  art  of  any  period 
is  that,  while  some  masters  'arrive'  early  and 
increase  their  fame  and  prices  with  the  years, 
others  may  have  to  wait  a  long  time  for  the 
wider  recognition  they  deserve. 

As  Mr.  Terry-Engell's  exhibitions  have 
proved,  there  were  many  painters  in  France 
during  the  period  1 840-1920  who  were  doing 
good  work  either  in  the  Barbizon  or  Impression- 
ist manner  who  have  yet  to  be  appreciated  at 
their  true  aesthetic  value.  A  case  in  point  is  Albert 
Charles  Lebourg  (1849-1928),  and  thus  nine 
years  younger  than  Claude  Monet.  Born  in 
Rouen  he  is  known  for  his  pictures  of  that  city, 
and  the  one  reproduced  is  in  my  estimation 
among  the  best  works  in  the  exhibition.  En- 
chanting in  colour  and  atmospheric  effect,  it  has 
the  lyrical  note  of  good  Impressionism.  The 
authoritative  book  on  Lebourg  by  Leonce 
Bcnedicte  contains  a  large  number  of  tins  artist's 
pictures  revealing  him  as  consistently  devoted, 
like  his  contemporary  Boudin,  to  the  natural 
scene.  He  worked  much  in  Rouen,  Paris,  the 
Auvergnc,  Normandy  and  on  the  banks  of  the 
Seine.  A  member  of  the  Beaux  Arts  from  1893, 
he  was  awarded  a  Silver  Medal  in  1900,  and  the 
Legion  of  Honour  in  1903.  Lebourg  therefore 
cannot  be  said  to  have  been  neglected  in  his  day, 


133 


but  it  is  only  within  recent  years  that  collectors 
in  England  have  become  aware  of  his  exceptional 
talent. 

Boudin  and  Charles-Francois  Daubigny  are, 
of  course,  greater  names,  and  the  Bury  Street 
exhibition  contains  several  examples  of  their 
work,  as  well  as  a  whole  scries  by  Jules  Dupres, 
pictures  by  Trouilhbert,  Lcpine  and  Lefortier. 

Chinnery  and  Canaletto 

AMONG  adventurous,  peripatetic  artists  who 
sought  'far  other  worlds  and  other  seas'  was 
George  Chinnery  (1774-18 52).  He  went  to  the 
Far  East  when  China  must  have  seemed  almost 
as  remote  from  England  as  the  moon.  Chinnery 
first  worked  in  London  and  Dublin,  and  in  1800 
took  part  in  organising  the  Society  of  Artists  of 
Ireland  Exhibition.  Maybe,  the  fact  that  his 
father  was  an  East  India  merchant  prompted  him 
to  try  his  fortune  in  the  Orient,  for  by  1802  he 
was  in  Madras,  whence  he  travelled  to  Calcutta, 
finally  settling  down  in  Macao  where  he  died  in 
1852.  Chinnery 's  works  show  an  engaging 
versatility  of  media,  as  he  used  oils,  watercolours, 
gouache,  pastel,  pen  and  pencil  with  a  genuine 
personal  style. 

I  doubt  if  he  was  ever  in  Venice,  but  an 
intriguing  oil  painting  (16  X  23  in.)  at  the 
Hazlitt  Galleries  (Ryder  Street)  has  all  the 
qualities  of  Chinnery's  manner  as  regards  the 
little  figures.  Was  this  picture  of  St.  Mark's 
Square,  Venice,  founded  on  an  engraving  by 
Canaletto?  There  is  certainly  one  such  entitled 
The  Procuratie  Dei  Leoncini,  catalogued  as  No.  42 
in  the  Canaletto  Drawings  at  Windsor.  This 
Canaletto  and  the  Chinnery  painting  are  much 
alike  as  far  as  the  architecture  and  viewpoint  are 
concerned. 

In  the  same  galleries  are  four  paintings  by 
Francesco  Solimena  (1657-1747),  similar  in  de- 
sign to  the  Four  Continents — Europe,  Asia, 
Africa  and  America — that  Solimena  painted  for 
the  Royal  Palace  at  Naples.  Though  more 
finished  than  the  sketches  for  the  Four  Continents, 
reproduced  in  Dr.  Bologna's  book  on  Solimena, 
the  Hazlitt  pictures  were  probably  a  part  of  the 
artist's  studies  for  the  large  decorations. 

Scipio  and  Jan  Steen 

ONE  need  but  look  at  Jan  Steen  playing  the  lute 
in  his  self-portrait  to  realise  the  lusty  humour 
of  the  man.  Steen's  works  in  their  number  and 
variety  are  a  microcosm  of  Dutch  life,  high  and 
low,  from  the  moment  he  entered  the  guild  at 
Leyden  in  1648  until  his  death  in  1679.  It  was 
doubtless  his  acute  sense  of  character  and  gre- 
garious human  sympathies,  so  true  to  the  eternal 
feminine  and  masculine,  that  appealed  to  the 
English  eighteenth-century  amateur,  and 
accounts  for  the  fact  that  Steen's  works  found 
their  way  into  so  many  private  galleries  and  in- 
fluenced both  Hogarth  and  Wilkie  in  turn.  Like 
most  of  Steen's  properly  trained  contemporaries 
he  could  paint  anything  and  everything  well, 
such  as  the  houses  in  The  Fishmarket,  Leyden 
(Frankfort  Museum),  interiors,  whether  plebeian 
inns  or  such  a  grand  room  as  is  seen  in  The 
Morning  Toilet  (Buckingham  Palace).  A  master 
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of  detail,  all  the  objects  that  make  up  a  still-life 
incident  are  rendered  with  brilliant  verisimili- 
tude ;  and  how  subtly  he  contrasts  light  and  shade 
as  witness  The  Music  Master  (National  Gallery). 

Seldom  do  we  encounter  so  fine  an  example 
outside  the  national  collections  as  The  Continence 
of  Scipio  at  the  Leger  Galleries  (13,  Old  Bond 
Street).  The  great  Roman  consul,  clad  in  armour 
and  wearing  a  laurel  wreath,  is  standing  on  a 
Persian  carpet  in  front  of  his  throne.  Before  him 
is  the  bride  whom  he  has  given  back  to  her 
bridegroom,  her  right  hand  clasping  that  of  her 
lover,  who  kneels  and  looks  in  gratitude  at  the 
consul.  There  are  numerous  figures  to  the  left 
and  right  foreground  and  in  the  middle  distance, 
including  the  kneeling  parents,  an  equestrian 
figure,  classical  temples,  the  suggestion  of  a 
landscape  afar,  and  a  foreground  lavishly  filled 
with  gold  and  silver  vessels. 

This  Jan  Steen  has  an  impeccable  pedigree.  It 
came  from  the  collections  of  F.  Zschille 
(Dresden),  Weber  (Hamburg),  and  is  recorded 
in  Van  Alst's  Catalogue,  Smith's  Catalogue 
Raisonni,  and  C.  Hofstede  de  Groot's  Catalogue  of 
Dutch  Painters  (Vol.  1. 1908,  p.  31,  No.  83). 

Immortal  Flowers 

I  CAN  think  of  no  better  picture  to  give  per- 
manent pleasure  in  a  drawing  room  than  a 
Fantin-Latour  flower-piece.  This  artist's  mastery 
of  the  subject  produced  the  very  essence  or 
spirit  of  blossom  of  all  kinds,  and  being  a  realist 
rather  than  a  decorative  flower-painter,  a 
painting  by  him  is  a  bouquet  that  never  fades. 
Balsamines,  Peches  et  Apricots  (22%  X  18  ins.), 
recorded  as  No.  844  in  Mme  Fantin-Latour's 
catalogue  of  her  husband's  works,  is  a  brown  jug 
of  stocks  with  a  plate  of  peaches  and  apricots  in 
the  foreground,  and  is  in  the  possession  of  the 
Newman  Galleries  (43a,  Duke  Street,  S.W.). 

A  Great  Artist 

CONCLUDING  an  article  on  Sir  Muirhead 
Bone,  published  in  the  1958  Old  Water-Colour 
Society's  Club  Volume,  Alfred  Yockney  wrote: 
'There  passed  into  memory  and  history  one  who 
lived  a  beautiful  life,  and  whose  work  remains 
unchallenged'.  Muirhead  Bone  is  among  the  few 
great  artists  of  this  century,  and  his  drawings  are 
always  a  pleasure  and  an  instruction  to  contem- 
plate. Born  in  Glasgow  in  1876,  he  settled  in 
London  in  190 1,  his  work  having  already  found 
favour  with  fastidious  collectors.  Whether 
drawing  town  or  suburban  scenes,  country  or 
foreign  places,  Muirhead  Bone's  acute  eye  and 
scrupulous  hand  lent  distinction  to  everything 
that  interested  him.  Also,  as  an  official  artist  in 
the  First  World  War  he  recorded  his  experiences 
with  moving  fidelity. 

The  two  monumental  volumes  Old  Spain 
(1936)  with  the  text  by  his  wife,  form  a  classic  of 
abiding  interest  to  all  who  delight  in  scholarly 
draughtsmanship  and  austere  sentiment. 

The  Second  World  War  found  him  arduously 
engaged  again  as  recorder,  and  many  memorable 
drawings  resulted,  including  The  Return  from 
Dunkirk,  showing  soldiers  disembarking  from 
the  little  ships.  Some  of  Muirhead  Bone's  last 


drawings  were  his  illustrations  to  Lady  Bone's 
book,  Came  to  Oxford,  the  city  that  was  their 
home  for  nearly  thirty  years.  I  was  reminded  of 
this  fine  artist's  life  and  work  in  seeing  a  selective 
exhibition  at  Colnaghi's.  I  particularly  commend 
Early  Spring,  Oxford,  from  my  Garden,  Oxford 
from  above  Ferry  Hinksey,  a  superb  panoramic 
effect  in  which  even  the  gasometers  do  not 
harass  the  'dreaming  spires',  Portico,  St.  Peter's, 
Somerset  House,  and  certain  London  subjects.  It  is 
pertinent  to  recall  that  Muirhead  Bone  was 
associated  with  Colnaghi's  as  early  as  191 4  when 
his  drawings  of  Italy  appeared  in  their  galleries. 
Other  exhibitions  were  held  there  in  1930  and 
1931. 

Lovely  Little  Landscape 

ONE  is  seldom  disappointed  in  the  work  of  J.  C. 
Ibbetson  (1759-18 17),  whether  an  oil  painting  of 
considerable  size  or  a  little  pen  and  ink  sketch, 
for  his  perceptions  were  as  versatile  as  his  tech- 
nique was  appropriate  and  adroit.  Ibbetson's  life 
was  an  extraordinary  blend  of  tragedy  and 
comedy,  misfortune  and  good  fortune,  but  that 
he  endured  the  worst  and  enjoyed  the  best 
philosophically  is  proved  by  a  certain  consistency 
of  art  achievement.  Nor  does  it  surprise  me 
when  I  occasionally  come  across  some  landscape 
or  other  that  would  not  do  discredit  to  a  much 
greater  name.  Such  a  picture  is  the  Scene  in  the 
Taff  Valley  (n£  x  I3i  ins.)  in  Mr.  John 
Mitchell's  Gallery  (8,  New  Bond  Street). 
Without  in  any  sense  of  the  word  being 
plagiaristic,  it  has  all  the  poetry  of  and  skill  of  a 
good  Richard  Wilson.  There  is  no  date  to  this 
picture,  but  it  may  have  been  done  when  Ibbet- 
son was  staying  with  Lord  Bute,  one  of  his 
patrons.  That  the  artist  must  have  had  much 
charm  of  manner  is  proved  by  the  number  and 
importance  of  these  patrons.  Sir  George 
Beaumont,  the  Hon.  R.  Greville  and  Lord 
Mansfield  were  three  others;  and  he  instructed 
Lady  Balcarres  and  her  daughters  in  painting. 
Benjamin  West  called  Ibbetson  the  'Berchem  of 
England',  but  is  he  not  more  colourful? 

Windsor 

IT  would  be  interesting  to  know  how  many 
pictures  have  been  inspired  by  Windsor  Castle 
and  its  lovely  environment.  A  collective  and 
selective  exhibition  of  oil  paintings  and  water- 
colours  done  between  1750  and  1850  by  English 
artists  would  make  a  grand  show.  A  new  one  on 
me,  as  the  saying  goes,  is  Charles  Deane's 
majestic  view  (57  x  85^  in.),  now  at  Messrs. 
Leggatt  Brothers  (30,  St.  James's  Street)  which 
impresses  by  its  technical  power  and  sense  of 
beauty  worthy  of  the  subject.  Little  is  known 
about  Charles  Deane,  but  he  was  a  regular  ex- 
hibitor at  the  Royal  Academy  and  British 
Institution  from  181 5  to  1851,  and  this  picture 
should  revive  an  interest  in  a  truly  accomplished 
painter.  At  the  same  galleries  I  saw  a  fine  Richard 
Hilder  landscape,  typical  of  those  Kentish  scenes 
that  he  did  so  well,  and  a  J.  B.  Pyne  Coast  Scene. 
As  a  colourist  Pyne  was  sometimes  as  good  as 
Turner  himself.  Apropos,  Pyne  published  in  1840 
Windsor  and  its  Surrounding  Scenery. 
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IN  THE  GALLERIES 


Charles  Dmim.  Windsor  Castle,  57  85A  in.,  exhibited  at  the  H.A.  in  1850. 
lossrs.  Lsggatl  Brothers.  2.  J.  C.  Ibbctson.  Scent  in  the  Taff  Valley, 
[3!  In.  John  Mitchell  Gallery.  3.  H.  Fantin  Latonr.  Nature  Morte, 
\\  \  18  in.  Messrs.  Newman  Gallery.  4.  Jan  Steen.  The  Continence  of 
Hpio.  Legcr  Galleries.  5.  Sir  Muirhead  Bone.  Oxford  from  above  Ferry 
ink-.uy,  ill  18  J  in.,  pencil  and  black  chalk.  Messrs.  Colnaghi's.  6.  A.  C. 
pbourg.  Rouen,  18}  X  30|  in.,  signed.  Terry-Engell  Galleries. 
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Landseer  returns  to  Burlington  House 


John  Fleming 

A FEW  enterprising  and  discerning  connoisseurs  have  been 
quietly  collecting  Landseers  for  some  years  past.  Their  judge- 
ment will  be  fully  vindicated  by  the  exciting  exhibition  now  on 
view  at  the  Diploma  Galleries  in  Burlington  House  where  this 
highly  accomplished  and  sometimes  inspired  painter  can  be  seen 
at  his  full  stature  for  the  first  time.  It  would  be  no  exaggeration  to 
describe  this  exhibition  as  a  revelation.  Certainly  it  is  an  event  of 
the  first  importance  for  all  lovers  of  English  art.  Gericault's 
admiration  of  Landseer  in  182 1  may  now  be  easily  understood. 

The  son  of  a  painter,  Edwin  Landseer  was  born  in  1802  and 
early  revealed  his  unusual  gifts  and  tastes.  Elected  an  A.R.A. 
when  only  24  years  old,  his  eminence  received  official  recognition 
with  a  knighthood  in  1850.  By  then  one  of  the  stoutest  supports 
in  the  Victorian  establishment,  Landseer  soon  became  the  most 
widely  loved  painter  of  his  day  and  no  fewer  than  434  etchings 
and  engravings  of  his  works  were  made  in  his  lifetime.  For  some 
years  after  his  death  in  1873  his  popularity  (and  his  prices)  con- 
tinued to  rise,  but  by  the  turn  of  the  century  set  into  a  decline 
from  which  it  has  only  recently  begun  to  recover. 

Landseer,  like  Kipling  with  whom  he  had  much  in  common, 
became  an  easy  butt  for  smart  young  intellectuals  who  were 
unable  to  see  beyond  his  sentimentality.  It  would,  of  course,  be 
idle  to  pretend  that  many  of  his  paintings,  including  all  the  more 
notorious,  do  not  suffer  from  this  peculiarly  Victorian  weakness. 
But,  as  the  organisers  of  this  exhibition  have  been  at  pains  to 
demonstrate,  it  did  not  affect  all  his  work.  The  more  'direct' 
studies  of  animals  and  birds,  the  portraits,  such  as  that  of  Sir 
Walter  Scott  and  the  very  impressive  equestrian  portrait  of  Queen 
Victoria,  not  to  mention  the  several  landscapes,  some  of  which 
challenge  comparison  with  the  late  Constable  and  the  early  Corot, 
are  among  the  most  immediately  attractive  of  mid-nineteenth 
century  English  paintings.  And  now  that  they  can  be  seen  to- 
gether it  is  clear  that  Landseer  must  be  accorded  an  important 
place  in  the  history  of  English  art. 
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1.  An  Encampment  in  Loch  Avon,  8£  X  n\  in.  (Nicholas  Argenti,  Esq.). 

2.  An  Old  Man  and  Dog,  on  board,  I2f  x  9^  in.,  signed  EL  (in  mono- 
gram) 1825  (Geoffrey  Harmsworth,  Esq.).  3.  The  Duchess  of  Abercorn 
and  her  daughter  Harriet,  14^  x  iof  in.  (the  Executors  of  the  late  Earl  of 
Lichfield).  4.  Queen  Victoria  and  the  Duke  of  Wellington  reviewing  the 
Life  Guards,  22  x  34  in.  (H.  A.  J.  Silley,  Esq.).  5.  Dead  Ptarmigan,  i8£ 
X  23^  in.  (Henry  P.  Mcllhenny,  Esq.).  6.  Brazilian  Monkeys,  145  X 
17!  in.  (Her  Majesty  the  Queen:  Balmoral).  7.  Sketch  Portrait  of  Sir 
Walter  Scott,  24  x  20  in.  (The  Walker  Art  Gallery,  Liverpool). 
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International 
Saleroom 


I.  Rare  Hawaiian  bone  female  figure,  2^  in.  ,£780  (Sotheby's).  2.  A  Fisher- 
man's Family,  by  Winslow  Homer,  signed  and  dated,  I3f  X  18 g  in.  ,£5,600 
(Sotheby's).  3.  Mogul,  3§  in.  high,  jade  drinking  cup,  sixteenth/seven- 
teenth  century.  ,£1,100  (Sotheby's).  4.  Group  of  the  Empress  Elizabeth  of 
Russia,  by  J.  J.  Kandler,  9§  in.  high  (Christie's).  5.  Figure  of  a  peasant,  5! 
in.  high,  by  J.  J.  Kandler.  ,£945  (Christie's).  6.  Chelsea  chinoiserie  group, 
7  in.  high,  red  anchor  mark.  ,£1,250  (Sotheby's). 
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7.  George II  helmet-shaped  ewer,  13  in.  high,  by  David  Willaume,  Jnr.,  1744. 
£950  (Christie's).  8.  Louis  XV  marquetry  table  a  ouvrage  in  the  style  of 
J.  B.  Fromageau,  18]  in.  wide.  ,£1,050  (Christie's).  9.  John,  Duke  of  Lauder- 
dale, by  Samuel  Cooper,  signed  with  monogram  and  dated  1664.  Bought  by 
Messrs.  Leggatt  Brothers  on  behalf  of  the  National  Portrait  Gallery  for 
,£2,100  (Christie's).  10.  Carved  spinach  green  jade  brushpot,  5|  in.  high, 
K'ang  Hsi.  £2,900  (Sotheby's).  II.  Ruby  and  diamond  necklace.  £4,400 
(Christie's).     12.  Lambeth  Delft  charger,  18]  in.  £2,500  (Sotheby's). 
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SELLING  AT  SOTHEBY'S.  I.  From  the 
Gulistin  of  Sa'di,  written  in  Herat  in  1500, 
with  eight  large  miniatures  attributed  to 
Bihzad:  Western  and  Oriental  MSS.  on 
April  nth.  2.  Bronze  figure  of  a  bull,  17th 
cent.,  I3f  in.  high,  i6£  in.  long:  March  17th. 
3.  Rare  Capodimonte  group  of*  rabbit 
catchers,  6£  in.  high  (Blohm  Collection): 
April  23rd  and  24th. 


Forthcoming 
Sales 


SELLING  AT  CHRISTIE'S.  1.  Early  (John  Coney,  Boston,  b.  1700) 
unrecorded  American  sugar-box,  7^  in.  wide:  March  15th.  2. 
Portrait  of  Isabella  Curwen,  96  x  59  in.,  by  George  Romney.  3.  View 
of  Valle  Cruris  Abbey,  watercolour,  25^  X  39  in.,  by  Paul  Sandby. 
Nos.  2  &  3 :  March  24th. 
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AMERICAN  SECTION 


French  Tapestry  Chair  Coverings 

Charles  Packer 


WHEN,  in  1755,  Peter  Parisot,  a  naturalised  Frenchmen, 
advertised  at  his  tapestry  manufactory  at  Fulham,  backs 
and  seats  for  chairs  depicting  flowers,  parrots,  fruit  and  a  landskip 
(sic)  after  the  manner  oj  those  made  at  the  Gobelins,  he  was  bringing  to 
the  attention  of  the  nobility  and  gentry  something  which  had 
been  in  demand  in  France  for  many  years.  In  his  catalogue  of 
goods  for  sale,  Parisot  listed  many  of  these  tapestry  covers  for 
chairs,  screens,  etc ;  and  we  may  be  certain  that  he  did  not  embark 
on  this  line  of  production  without  prior  knowledge  of  its  success 
at  the  Gobelins.  For  various  reasons,  however,  tapestry  manu- 
facture in  England  petered  out.  So  that  when  a  few  years  later  the 
Earl  of  Coventry  decided  he  wanted  a  tapestry  room  with  tapes- 
try chairs  to  match,  for  Croome  Court,  it  was  to  the  Gobelins  that 
he  turned ;  as  did  milords  Foley,  Tynley,  Richmond,  Bridgeman, 
Zetland,  and  other  wealthy  Englishmen.  Having  stated  their 
needs,  those  Englishmen  who  ordered  tapestry  chair  coverings 
undoubtedly  were  shown  the  register  containing  the  names  of 
others  who  had  ordered  these  coverings.  That  these  included  the 
Regent,  Mme  de  Pompadour  and  the  Directeur  des  Bdtiments  du 
Roi,  is  sufficient  comment. 

From  the  time  of  its  founding  by  Colbert  and  Le  Brun  in  1662, 
up  to  about  the  year  1700,  the  Manufacture  Roy  ale  des  Meubles  de 
la  Couronne,  later  known  as  the  Gobelins,  produced  all  kinds  of 
funushings  for  the  Crown.  But  in  the  eighteenth  century  only 
tapestry  was  produced.  A  few  years  prior  to  1700  a  shortage  of 
orders  for  Crown  furnishings  had  forced  this  manufactory  to  close 
its  doors  for  a  while.  It  was  during  this  period,  incidentally,  that 
the  Rouen  Parlement  ordered  an  ameublement  complet  consisting  of 
a  tenture  and  a  series  of  tapestry  covers  for  banquettes.  Presumably, 
finding  the  Gobelins  closed  down,  this  order  was  given  to  the 
manufactory  at  Beauvais.  A  banquette  is  a  long  stool  or  bench;  a 
stool  to  seat  one  person  was  called  a  tabouret.  Stools  were  much 
more  in  evidence  in  those  days  than  they  were  later  in  the  eight- 
eenth century.  Regular  chairs  were  of  course  in  common  use  also; 
but  in  Court  circles  especially  it  seems  that  very  few  persons  rated 
a  chair  with  a  back — all  the  rest  had  to  make  do  with  a  stool,  and 
considered  themselves  fortunate  to  be  allowed  to  sit  down.  Over 
one  thousand  stools  of  various  kinds  were  in  use  at  Versailles ; 
many  of  which,  we  may  be  sure,  received  the  attention  of  the 
tapestry  weaver.  Of  course,  a  good  many  of  those  stools  were 
'close  stools'  or,  as  Havard  describes  them,  meubles  odorant. 

In  the  eighteenth  century  the  demand  for  luxurious  furniture 
was  more  widespread  than  it  was  in  the  preceding  century.  Tins 
was  due  to  the  emergence  of  a  wealthy  mercantile  class.  Paris, 
instead  of  Brussels,  was  now  the  most  important  centre  of 
tapestry  manufacture  in  Europe.  Tapestry  woven  at  the  Gobelins 
was  the  finest  obtainable;  it  was  also  the  most  expensive.  And, 
unlike  Beauvais  and  Aubusson,  these  workshops  largely  depended 
on  orders  for  tapestry  for  the  various  royal  residences  and  for 
presentation  by  the  Crown  to  ministers  of  State,  foreign  potent- 
ates, etc.  The  director,  Robert  de  Cotte,  could  therefore  hardly  be 
expected  to  tolerate  patronage  of  other  manufactories  by  the 
Directeur  des  Bdtiments  du  Roi  at  the  expense  of  his  own  establish- 


ment. Thus  when  Oppenoorde  re-decorated  and  furnished  the 
old  Palais  Royal  for  the  Regent,  the  above-mentioned  suite  of 
tapestry  furniture  coverings  were  furnished  by  the  Gobelins  as  a 
matter  of  course.  In  this  connection  it  is  interesting  to  note  that 
at  the  time  the  Regent's  set  of  coverings  were  being  woven,  the 
director  of  the  Garde  at  Sceaux  ordered  a  set  of  tapestries  of 
Beauvais.  One  wonders  whether  the  Duchesse  du  Maine  carried 
her  detestation  of  the  Regent  to  the  length  of  eschewing  the 
Gobelins  and  all  its  works,  while  he  lived ! 

From  Maurice  Fenaille's  £tat  General  de  la  Manufacture  des 
Gobelins  we  learn  that  Louis  XV's  expensive  and  disastrous  wars 
and  consequent  exhaustion  of  the  State  treasury  nearly  brought 
about  a  second  closing  of  the  Gobelins  in  the  seventeen-fifties 
through  the  inability  of  the  entrepreneurs  to  pay  the  workers,  not 
to  mention  themselves.  The  only  solution  to  the  problem  was 
more  private  customers.  This  meant  prices  would  somehow  have 
to  be  brought  down  to  where  they  could  compete  with  those 
prevailing  at  Beauvais,  the  manufactory  which  at  this  period  was 
getting  most  of  the  private  trade.  Soufflot  was  now  director. 
Boucher  was  surinspecteur  and  principal  designer.  The  Scotsman, 
Neilson,  was  the  cleverest  of  the  entrepreneurs.  Neilson's  advocacy 
of  the  basse  lisse  loom,  as  opposed  to  the  haut  lisse,  finally  enabled 
the  Gobelins  to  compete  with  the  lower  priced  products  of  its 
chief  rival.  How  profitable  this  proved  to  be  may  be  gauged  by 
the  many  orders  for  sets  of  tentures  and  chair  coverings  en  suite 
received  from  customers  in  England  and  other  foreign  countries 
when  peace  was  restored.  At  that  time  the  tentures  de  Boucher  were 
very  popular — as  they  had  been  for  almost  twenty  years  prior  at 
Beauvais.  A  series  much  in  demand  was  that  with  medallions 
containing  allegorical  figure  subjects  after  Boucher,  also  swags  of 
flowers,  birds,  etc.  after  Jacques,  on  a  figured  ground  simulating 
crimson  damask.  These  cost  a  good  deal  less  to  make  than  did  the 
hangings  with  full  length  figure  subjects  occupying  the  entire 
area  or  field,  because  only  the  medallions  required  the  services  of 
the  top  price  weavers;  the  so-called  damask  background  being 
woven  by  men  getting  much  lower  wages.  Anyone  who  has  seen 
the  Croome  Court  tapestry  room  and  chairs  (No.  5)  to  match 
(now  in  the  Metropolitan  Museum  see  pp.  109-113)  and  those  at 
Osterley  Park  will  recognize  the  type.  The  tapestry  on  the  chairs 
show  bunches  of  flowers  on  a  red  'damask'  ground  like  that  in  the 
tentures.  Altogether  about  a  dozen  variations  with  this  red  damask- 
like background  were  designed  at  the  Gobelins.  Others  with  a 
white  damask-like  background  were  woven  also.  Another  scries 
(which  was  copied  at  Aubusson),  shows  similar  Boucher  medal- 
lions and  flower  swags  on  a  floral  diaper  background;  the  chair 
coverings  of  this  series  also  were  designed  by  Jacques. 

At  another  State  subsidized  tapestry  manufactory  located  at 
Chaillot,  and  known  as  the  Savonncric,  a  velvet  pile  tapestry  was 
made.  Carpets  were  its  principal  line;  although  wall  hangings  and 
chair  and  sofa  coverings  were  made  also.  Very  few  of  these  chair 
coverings  have  survived,  and  this  is  not  surprising  since  this  kind 
of  tapestry,  although  admirably  suitable  as  wall  hangings,  quickly 
wore  out  when  applied  to  furniture.  By  this  cut  pile  technique, 
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1  (left  above).  Armchair  in  Aubosson  tapestry,  c.  1720.  The  Metropolitan  Museum. 

2  (below).  Sofa  in  Gobelins  tapestry  designed  by  Claude  Audran  and  J-B.  Chi  dry,  c. 
1725-30.  J.  PjmI  Gcttj  Museum.  3  (right  above | .  Armchair  in  Beanvais  tapestry  after 
a  design  by  Juste- Aurele  Meissonier,  c.  1740.  The  Metropolitam  Museum. 
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beautiful  coloui  effects  could  be  achieved,  and  the  colours  appear 
jofter  than  is  the  case  with  high  and  low  warp  tapestry.  In  the 
Cleveland  Museum,  Ohio,  there  is  a  sofa  and  two  armchairs  in 
Bavonneric  tapestry  which  is  part  of  a  set  ordered  as  a  wedding  gift 
U  the  time  of  the  marriage  of  Isabella  Maria  dc  Mcrodc  to  Count 
Francois  [oseph  Czernin,  circa  1720.  The  George  Blumenthal 
Collection  contained  a  four-fold  screen  in  Sayonncric  tapestry 
made  about  the  same  time  as  the  above-mentioned  chair  and  sofa 
Soverings.  These  all  depict  subjects  from  La  Fontaine's  fables  in 
medallions  surrounded  by  flowers,  etc.,  after  designs  of  Jean- 
Baptistc  Oudry.  This  pile  tapestry,  however,  did  not  long  continue 
in  favour — that  is,  so  far  as  its  application  to  furniture  is  concerned 
—and  this  factory  then  produced  carpets  almost  exclusively. 
Nearly  twenty  years  was  to  elapse  before  Oudry  assumed  the 
official  title  of  Inspectctir  at  the  Gobelins;  but  we  know  that  much 
earlier  in  his  career  he  had  furnished  this  establishment  with 
designs  for  hangings  and  furniture  covers.  On  these  occasions  we 
find  his  name  linked  with  that  of  another  prominent  designer — 
Claude  Audran.  The  set  of  Gobelins  tapestry  furniture  in  the 
Louvre,  the  Gustave  de  Rothschild  canape,  and  a  settee  in  the  Jean 
Paul  Getty  Museum  (No.  2),  are  said  to  be  characteristic. 

Despite  its  title  of  Manufacture  Royale,  Beauvais  was  a  private 
enterprise — as  was  Aubusson.  Though  this  factory  did  receive 
orders  for  tapestry  from  the  Crown,  its  main  revenue  was 
derived  from  its  private  customers.  When  Oudry  replaced 
Duplessis  in  1726  as  chief  painter,  and  later  became  director, 
Beauvais  became  second  to  none  in  quality  of  production  and 
volume  of  output.  The  most  popular  of  all  Oudry's  designs,  the 
Fables  of  La  Fontaine,  were  admirably  suited  to  chairs  and  sofas, 
and  sets  were  ordered  repeatedly  throughout  the  century.  Next  in 
popularity  was  his  Verdures  avec  Oiseaux  (No.  4) ;  these  also  were 
continuously  produced  in  one  form  or  another,  besides  being 
copied  by  other  factories.  When  Boucher  became  chief  painter, 
sets  of  chairs  were  woven  showing  one  or  two  figures  of  deities, 
nymphs,  etc.,  and  which  were  intended  to  accompany  hangings 
such  as  his  Histoire  de  Psyche  series,  also  his  Amours  des  Dieux 
series.  A  set  of  twelve  armchairs  and  sofa  en  suite  with  a  set  of 
Amours  des  Dieux  tentures  was  made  for  Prince  d'Esterhasy  in  1749. 
More  frequently  ordered,  however,  and  undoubtedly  more  suited 
to  chair  coverings  were  the  bouquets  of  flowers  after  designs  of 
Jacques,  already  mentioned  in  connection  with  the  Gobelins.  But 
whether  the  hangings  were  Boucher's  Les  Fetes  Italiennes,  his  La 
Noble  Pastorale,  or  some  other  series,  these  chairs  with  simple 
floral  designs  were  never  out  of  place.  A  set  of  Amours  des  Dieux 
hangings  with  sofa  and  twelve  armchairs  en  suite  was  ordered  by 
the  Baron  de  Thiers  in  1754.  The  tapestry  on  the  chairs  showed 
floral  designs. 

Besides  insisting  on  greater  material  comfort,  people  in 
eighteenth-century  French  social  circles  insisted  that  these  be 
provided  in  settings  as  pleasant  and  amusing  as  art  could  make 
them  and  what  more  pleasant  than  flowers.  In  ormolu  and  carving 
they  trailed  over  the  surfaces  of  furniture  and  boiseries;  were 
depicted  on  porcelain ;  blossomed  on  lighting  fixtures ;  and  were 
nowhere  more  in  evidence  than  in  the  tapestry  which  covered  the 
walls,  chairs  and  sofas  of  the  well-to-do.  But,  unlike  the  floral 
conceits  of  Le  Brun,  Mansart,  Du  Cerceau  and  others  of  those 
earlier  times,  there  is  nothing  of  constraint  and  heavy  formality 
about  these  flowers.  On  the  contrary,  the  artists-designers 
Monnoyer,  Berain,  Desportes,  Duplessis,  Audran  and  Jacques 
have  approximated  nature.  In  wall  hangings  the  Don  Quixote 
scenes  are  vignetted  among  garlands  and  clusters  of  flowers; 
the  Tentures  des  Chinois  present  the  Orient  as  a  kind  of  pastoral 
paradise;  the  gods,  nymphs  and  other  classical  heroes  are  by 


Boucher  made  to  resolve  their  amours  and  other  matters  in  floral 
settings  even  when  cloud-borne.  Oudry's  Fables  and  Huct's 
Pastorales  are  merely  vehicles  for  floral  schemes  enlivened  with 
animals,  birds  and  juvenile  rustics.  Similarly  the  tapestry  chairs 
and  sofas,  etc.,  which  accompanied  these  hangings.  When,  on  the 
other  hand,  subjects  consisting  only  of  figures,  such  as  the 
Amusements  de  la  Campagne  series  after  Casanova,  were  attempted 
on  chair  coverings,  the  results  were  not  so  satisfactory.  Towards 
the  end  of  the  century,  the  trend  to  neo-classicism  in  decoration 
imposed  less  freedom  and  greater  conventionality  on  the  various 
floral  schemes  for  furniture  tapestry,  augmented  to  a  certain 
extent  by  the  vogue  of  the  caught-up  drapery  motif. 

Tapestry  produced  at  Aubusson  in  the  first  half  of  the  eighteenth 
century  is  usually  much  more  woolly  than  that  made  at  the 
Gobelins  and  at  Beauvais.  Later  on,  the  weavers  used  more  silk  in 
their  products ;  and  by  the  time  the  workshops  were  turning  out 
furniture  coverings  such  as  the  suite  of  chairs  and  sofa  (No.  6) 
made  for  the  chateau  of  Annonay  to  the  order  of  the  Comte  de 
Montgolficr,  a  good  deal  of  the  difference  between  this  factory's 
products  and  those  of  other  factories  had  disappeared.  Tapestry 
with  this  floral  diaper  background  and  flower  festooned  medal- 
lions originated  with  Boucher  and  Jacques  at  the  Gobelins.  In  the 
Montgolfier  suite  of  furniture  tapestry,  however,  Oudry  bird 
subjects  have  been  substituted  for  the  Boucher  figure  subjects. 
The  several  manufactories  made  use  of  each  others'  designs  and 
this  is  understandable  when  one  considers  how  inter-related  they 
were.  The  directors  would  move  from  one  to  the  other — as  would 
the  designers  and  work-shop  managers.  Boucher,  after  being 
associated  for  years  with  Beauvais,  became  Surinspecteur  at  the 
Gobelins.  In  the  latter  half  of  the  century,  certain  of  the  products 
of  the  Beauvais  workshops  were  inventoried  as  bon  pour  Aubusson. 
In  1 73 1,  the  painter  Du  Mons  was  officially  attached  to  Aubusson 
where  he  remained  until  1755,  when  he  moved  on  to  Beauvais, 
and  so  on. 

That  this  inter-relationship  of  managerial  and  artistic  ability 
was  reflected  in  the  products  of  these  manufactories  was  only 
natural.  A  line  of  activity  found  to  be  successful  at  one  establish- 
ment, would  soon  find  devotees  at  another.  This  holds  true  for 
production  of  furniture  tapestry  as  well  as  wall  hangings.  As 
regards  furniture  tapestry,  it  is  sometimes  averred  that  the  demand 
for  it  became  such  that  needlework  was  largely  displaced  by  it 
from  about  the  middle  of  the  century  onwards.  This  is  not  true. 
Throughout  the  seventeenth  century  and  the  first  half  of  the 
eighteenth,  proficiency  at  needlework  was  considered  an  import- 
ant part  of  a  young  lady's  education.  Most  of  us  have  heard  how 
Mme  de  Maintenon  in  her  later  years  devoted  a  good  deal  of  her 
energies  to  the  education  of  daughters  of  officers  killed  in  the 
wars,  at  St.  Cyr.  And  how  instruction  in  needlework  was  carried 
to  a  degree  of  excellence  that  has  never  been  surpassed.  The 
sequestered  lives  lived  by  most  gentlewomen — especially  in  the 
provinces — allowed  plenty  of  leisure  for  pursuing  this  art  as 
evidenced  by  the  many  needlework  chair  coverings  dating  from 
that  period  which  have  survived  to  the  present  day.  In  the  latter 
part  of  the  century,  however,  it  seems  that  gentlewomen  found 
other  things  to  occupy  their  leisure  hours — that  is,  judging  by  the 
scarcity  of  needlework  chair  coverings  dating  from  the  seventeen- 
scventies  and  later.  Production  of  tapestry  chair  coverings,  how- 
ever, increased  as  the  century  progressed;  and  proof  that  this 
increase  had  nothing  to  do  with  the  decline  in  needlework  chair 
coverings  is  found  in  the  virtual  disappearance  of  needlework  on 
English  chairs  dating  from  the  seventeen-scventies  and  later,  even 
though  tapestry  manufacture  had  long  since  petered  out  in 
England. 
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The  tapestry  manufactory  at  Lille,  second  only  to  the  one  at 
Beauvais,  seems  to  have  looked  more  to  Brussels  for  inspiration; 
from  which  source  it  also  drew  most  of  its  personnel.  Under  the 
management  of  Guillaume  Werniers,  and  later  of  his  widow,  the 
standard  of  workmanship  was  high.  But  Lille,  like  Nancy, 
Felletin  and  some  other  provincial  ateliers  did  not  survive  the 
eighteenth  century.  Aubusson  prospered  as  the  century  advanced. 
In  the  seventeen-eighties  and  nineties  its  output  of  tapestry  for  the 
backs  and  seats  of  chairs,  sofas,  etc.  exceeded  that  of  Beauvais  and 
the  Gobelins — that  is,  judging  by  the  large  number  one  encounters 
today.  Just  how  extensive  was  the  production  of  tapestry  furni- 
ture coverings  compared  with  the  total  output  of  the  tapestry 
manufactories  is  a  question  which  is  partly  answered  by  M.  Jules 
Badin's  researches  which  he  published  in  1909.  Those  admittedly 
incomplete  accounts  give  particulars  regarding  the  manufacture 
and  sale  at  Beauvais  of  tapestry  between  the  years  1723  and  1793. 
These  comprised  some  thirty-eight  different  series — the  number 
of  pieces  in  each  series  varying  from  four  to  ten.  Some  series  were 
woven  only  once;  others  were  woven  again  and  again.  During 
this  same  period  tapestry  coverings  for  over  one  thousand  seven 
hundred  chairs  and  sofas  were  woven  at  this  same  factory.  Of 
thirty-one  sets  of  hangings  ordered  by  the  Crown,  nineteen  were 
accompanied  by  sets  of  tapestry  furniture  coverings  en  suite.  As 
for  the  total  output  of  furniture  tapestry  of  the  three  principal 
manufactories  in  the  eighteenth  century,  it  is  evident  that  cover- 
ings for  several  thousand  chairs  and  sofas  were  made,  mostly  in 
sets  of  six  or  eight  and  a  sofa. 

A  factor  which  made  for  greater  production  of  tapestry 
furniture  upholstery  in  the  early  years  of  the  eighteenth  century 
was  the  trend  towards  more  physical  comfort  in  seating  arrange- 
ments. In  the  final  two  decades  of  the  preceding  century  a  great 
many  chairs  had  caned  backs,  and  sometimes  caned  seats  also. 
With  this  increasing  emphasis  on  material  comfort  this  type  of 
chair  gradually  gave  way  to  chairs  with  stuffed  or  cushioned  backs 
and  seats ;  sofas  likewise.  Of  course,  chairs  with  caned  backs  and 
seats  were  manufactured  all  throughout  the  eighteenth  century, 
but  on  nothing  like  the  scale  of  those  earlier  years.  Incidentally,  it 
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is  sometimes  asserted  thai  the  transition  to  less  formal  styles  in 
furniture  design,  and  emphasis  on  physical  comfort  was  largely 
due  to  the  ascendancy  ot  women  in  social  life.  The  logical  reply 
to  such  assertions  is  that  women  have  been  just  as  prominent, 
socially  and  otherwise,  in  periods  prior  to  the  eighteenth  century 
— that  of  Henri  Quatre  and  Charles  II  to  name  but  two.  Surely  no 
one  w  ould  claim  that  the  material  comforts  of  such  persons  as 
Diane  dc  Poitiers  and  Gabrielle  D'Estrees  were  matters  of  less 
concern  than  those  of  the  Duchesse  du  Maine  and  the  Marquise  de 
Lambert.  Moreover,  the  ascendancy  of  women  in  French  social 
life  was  never  greater  than  in  the  days  of  Mme  Recamier.  Yet  this 
did  not  deter  those  arbitors  of  taste,  Percier  and  Fontaine,  from 
inflicting  on  society  the  cumbersome,  angular  and  decidedly 
uncomfortable  chairs  and  sofas  we  call  Empire.  Even  when  the 
Empress  Josephine,  at  the  Tuileries,  begged  for  'des  belles 
boiseries  dorees,  sculptees  et  peintes  en  gris',  Percier  and  Fontaine 
would  have  none  of  this  and  insisted  on  installing  the  ultra-formal 
and  theatrical  type  of  interiors  we  find  in  their  published  works. 

But  if  women,  no  matter  how  socially  prominent,  had  little  to 
do  with  the  change  to  less  formal  and  more  comfortable  chairs 
and  sofas  in  the  early  years  of  the  eighteenth  century,  then  it  is 
legitimate  to  ask  how  this  change  came  about.  In  Paris  Furniture  by 
the  Master  £benistes,  the  writer  said  that  the  height  of  gentlemen's 
wigs  had  something  to  do  with  it.  For  years  Frenchmen  had  given 


divided  allegiance  to  the  tragedies  of  Corncille  and  Racine  on  the 
one  hand,  and  to  the  comedies  and  Contes  of  Molicre  and  La 
Fontaine  on  the  other.  And,  whereas  the  former  had  made  them 
self-conscious,  the  latter  had  allowed  them  to  relax.  Molierc  had 
ridiculed  the  pretences  and  prejudices  of  his  day;  La  Fontaine  had 
preached  sensuality.  Neither  of  these  men  still  lived,  but  the 
philosophy  expressed  in  their  works  was  not  without  its  effect  on 
social  conventions.  By  the  opening  years  of  the  eighteenth  century, 
people  in  polite  society  held  that  physical  comfort  was  essential  to 
physical  relaxation.  This  point  of  view  was  reflected  in  the  fauteuil 
with  its  comfortably  cushioned  back  and  seat.  It  was  also  reflected 
in  the  diminishing  popularity  of  gentlemen's  tall  wigs.  Speaking 
of  gentlemen's  wigs,  reminds  us  that  certain  articles  of  furniture 
which  nowadays  are  regarded  as  being  for  feminine  use  exclusive- 
ly, were  in  those  days  used  as  much  by  gentlemen  as  by  ladies.  The 
Jauteuil  a  poudrer  was  one  such  article;  and  of  course  the  poudreuse 
was  another.  As  for  the  cliaise-longue,  gout,  that  fashionable 
malady  of  the  eighteenth  century,  rendered  it  an  article  of  the 
first  importance  in  any  gentleman's  reckoning. 

Periodically,  collections  of  eighteenth-century  French  furniture 
appear  in  the  sales  rooms,  and  almost  every  such  collection  contains 
its  suite  of  tapestry  covered  chairs  and  sofa.  Somehow  these  have 
survived  the  wear  and  tear  which  is  the  fate  of  most  furniture 
upholstery.  Twenty  of  thirty  years  of  wear  usually  was  the  most 


4  (above,  facing  page)".  Sofa  in  Beau vais  tapestry  after  a  design  by  J-B.  Oudry,  c.  1755-60.  A.  Hamilton  Rice  Collection. 

5  (below,  facing).  Adam  armchair  in  Gobelins  tapestry  designed  by  Jacques,  c.  1765.  The  Metropolitan  Museum  of  Art. 

6  (below).  Sofa  in  Aubusson  tapestry  after  designs  by  J-B.  Oudry  and  Jacques,  c.  1770.  Georges  Lurcy  Collection. 
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7  (left).  Side  chair,  one  of  a  set  of  four,  in  Beauvais  tapestry,  c.  1775-80.  Cleveland 
Museum  of  Art,  Ohio.  8  (left,  below).  Armchair  in  Beauvais  tapestry,  probably 
woven  after  a  design  by  Jean-Demosthene  Dugourc,  c.  1785.  Messrs.  French  &  Co. 
9  (right).  Sofa  in  Aubusson  tapestry  woven  after  a  design  by  Jean-Baptiste  Huet,  c. 
1790.  Private  Collection. 


these  tapestry  chair  coverings  would  stand,  after  which  they 
would  either  be  replaced  with  new  tapestry,  or  some  other  kind 
of  material  was  substituted.  Wall  tapestries,  on  the  other  hand,  for 
obvious  reasons,  did  not  wear  out.  Consequently,  a  much  greater 
number  of  these  have  survived  than  is  the  case  with  furniture 
coverings.  This  has  given  rise  to  the  erroneous  belief  that  French 
chairs,  etc.,  were  seldom  covered  with  tapestry  in  the  eighteenth 
century.  That  this  point  of  view  cannot  be  taken  seriously  goes 
without  saying.  All  the  more  surprising,  therefore,  is  the  statement 
in  the  introduction  to  the  catalogue  of  a  well-known  publicly 
owned  collection  of  French  furniture,  that  'tapestry  was  rarely 
made  for  this  purpose  (upholstering  of  furniture)  during  the 
eighteenth  century'.  The  absence  of  tapestry  on  a  great  number  of 
French  chairs  and  sofas — particularly  those  dating  from  the  first 
half  of  the  century — is  partly  explained  by  the  frequency  with 
which  people  of  fashion  in  those  days  changed  the  decor  of  their 
houses.  Chairs  discarded  in  favour  of  a  new  s.yle  would  as  likely 
as  not  fall  into  the  hands  of  people  unable  to  afford  expensive 
tapestry,  but  gentlefolk  nonetheless.  Thus,  when  the  coverings 
wore  out,  the  ladies  of  the  household  would  replace  it  with  needle- 
work. The  frequency  with  which  one  comes  across  chairs  so 
covered  would  seem  to  support  this  assumption. 

Nowadays,  one  sometimes  comes  across  a  chair  or  sofa  whose 
tapestry  seems  out  of  harmony  with  the  frame,  that  is,  the  colour 
seems  wrong.  This  is  because  the  colour  of  the  frame  has  been 
changed  from  what  it  was  originally.  When  a  set  of  tapestry  chair 
coverings  were  woven,  the  colour  scheme  of  the  salon  they  were 
intended  for  would  be  taken  into  consideration.  This  would 
determine  not  only  the  colour  of  the  tapestry  but  of  the  chair 
frame  also.  Thus  when  the  colour  of  the  frame  is  changed,  the 
harmony  between  frame  and  tapestry  is  broken.  In  the  latter  part 
of  the  nineteenth  century,  gilt  furniture  was  considered  a  mark  of 
gentility;  and  just  as  today  many  chairs  are  given  a  coat  of  the 
popular  French  grey  paint,  so  at  that  time  many  chairs  were  given  a 
coat  of  gilding.  In  cases  where  chairs  so  treated  have  been  restored 
to  their  original  condition,  this  lack  of  harmony  has  disappeared. 
Moreover,  the  demand  for  French  furniture  has  resulted  in  a  large 
number  of  eighteenth-century  chairs  and  sofas  being  retrieved 
from  obscure  surroundings  and  re-covered  with  Aubusson  or 
Beauvais  tapestry  after  les  modeles  de  Monnoyer,  de  Desportcs, 
d'Oudry  et  de  Leprince,  etc.  This  also  has  given  rise  to  misconception 
regarding  tapestry-covered  French  furniture. 

Although  tapestry  was  a  luxury  only  the  rich  could  afford,  it 
cost  a  good  deal  less  than  what  was  charged  by  the  fondeurs- 
ciseleurs  (workers  in  gilt-bronze)  and  the  marquetry  workers,  for 
lighting  apparatus,  ornaments,  furniture,  etc.,  and  by  the  manu- 
facturers of  fine  porcelain.  Generally  speaking,  the  tapestry 
manufacturers'  biggest  single  expense  item  was  the  sum  charged 
by  the  artist  for  furnishing  the  painting  or  cartoon  from  which 
the  weavers  worked.  After  the  cartoon  was  secured,  the  work  was 
done  by  craftsmen  under  the  supervision  of  an  entrepreneur  or 
work-shop  manager ;  the  craftsmen  receiving  about  ten  livres  per 


week  (the  livre  was  roughly  equivalent  to  the  franc).  Production 
of  fine  ormolu  lighting  fixtures,  clock  cases,  door  locks,  and 
mounts  for  furniture  required  the  services  of  talented  artist- 
craftsmen  at  every  stage  of  the  work:  likewise  marquetry  cabinet- 
work and  fine  porcelain.  A  wage  of  ten  livres  per  week  would 
have  been  indignantly  rejected  by  any  of  these  men.  According  to 
the  records  of  the  manufactory  at  Beauvais,  the  price  of  chair 
coverings  in  the  second  half  of  the  eighteenth  century  ranged  from 
seventy-five  to  one  hundred  and  fifty  livres ;  sofa  coverings,  three 
hundred  to  four  hundred  and  fifty  livres,  depending  on  design.  A 
meuble  pour  aller  avec  la  tenture  de  Vlliade  d'Homere  consisting  of 
twelve  fauteuils  and  sopha  cost  twelve  hundred  livres.  Eight 
fauteuils  and  sopha  to  accompany  a  set  of  tentures  of  Des  Chinois 
cost  eight  hundred  and  eighty  livres.  Eight  fauteuils  and  sopha  to 
go  with  a  set  of  Des  Jeux  Russiens  tentures  cost  fifteen  hundred 
livres.  Prices  at  the  Gobelins  prior  to  the  seventeen-fifties  were 
higher.  Afterwards,  they  were  brought  down  by  Soumot  to 
somewhere  near  the  level  of  those  charged  at  Beauvais.  Those 
charged  at  Aubusson  were  lower  up  to  about  the  seventeen- 
seventies  because  hardly  any  silk  was  used.  In  the  final  decades  of 
the  century  this  manufactory  became  very  prosperous,  quality 
improved  greatly,  and  prices  rose  to  the  level  of  those  elsewhere. 
An  indication  of  the  effect  on  the  purchasing  power  of  the  franc 
wrought  by  Napoleon's  expensive  wars  is  to  be  found  in  the 
prices  charged  for  chair  coverings  in  the  year  1812.  The  following 
are  some:  canape  1200  francs;  armchair  420  francs;  side  chair  200 
francs;  tabouret  200  francs;  banquette  650  francs;  ployant  (folding 
stool)  200  francs.  As  for  wall  hangings,  these  varied  greatly  in 
price  depending  on  type  of  subject  and  the  amount  of  silk  used.  In 
1727  the  chancclicr  Chauvclin  paid  1 1,500  livres  for  six  pieces  of 
Les  Chasscs  Nouvelles  scries  after  Oudry.  And  in  1753  the  celebrat- 


ed Mme  Geoffrin  purchased  for  her  house  in  the  rue  Saint-Honore 
five  hangings  of  the  Les  Fetes  Italiennes  series  after  Boucher,  each 
consisting  of  eighteen  square  ells,  and  which  cost  her  8,000  livres. 
On  the  other  hand,  23,999  livres  was  paid  for  a  pair  of  ormolu  and 
porphyry  tables  by  Gouthiere,  at  the  Due  d' Aumont's  sale  in  1782 ; 
and  19,580  livres  for  a  somewhat  similar  pair.  Compared  with 
these  figures  the  price  charged  for  tapestry  was  not  high. 

However,  if  in  the  eighteenth  century  tapestry  was  a  luxury 
only  the  rich  could  afford,  in  the  decades  immediately  prior  to  and 
following  the  First  World  War,  it  was  something  for  millionaires 
only — that  is,  judging  by  what  was  paid  for  it  at  some  of  the 
auction  sales.  For  example :  at  the  Jacques  Doucet  sale  in  Paris  in 
June,  1912,  one  hundred  and  eighty  thousand  francs  was  bid  for 
six  gilt  armchairs  in  tapestry.  At  the  William  Salomon  sale  in  New 
York  in  January  1928,  forty-five  thousand  dollars  was  bid  for  six 
tapestry  armchairs  (No.  8)  and  a  sofa ;  while  at  the  Judge  Garry 
sale  the  same  year,  sixty  thousand  dollars  was  paid  for  a  tapestry 
suite  consisting  of  ten  armchairs  and  a  sofa.  The  fact  that  the 
frames  of  the  Salomon  chairs  and  sofa  were  not  of  the  period 
shows  that  it  was  the  tapestry  which  was  the  main  attraction. 
To-day,  interestingly  enough,  the  value  of  French  chairs  is  higher 
than  it  ever  was;  but  there  is  not  much  demand  for  the  tapestry 
coverings.  As  a  result,  many  a  set  of  these  coverings  reposes  in 
moth  balls  against  the  day  when  taste  is  again  drawn  to  them. 

BIBLIOGRAPHY:  Maurice  Fcnaillc,  Fitat  General  de  la  Manu- 
facture des  Gobelins  [Paris,  1903];  W.  G.  Thompson,  History  of 
Tapestry  [London,  T906];  Jules  Badin,  La  Manufacture  de  Tapis- 
series  de  Beauvais  [  Paris,  1909];  Heinrich  Gcibcl,  Die  IVaudteppiche, 
etc.,  etc.  [Leipzig,  1928];  Charles  Packer,  Paris  Furniture  by  the 
Master  £benistes,  (Newport,  Mon.,  1956). 
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The  Connoisseur  in  America 


Malcolm  Vaughan 


French  Art  Stirs  America 

SPONSORED  by  the  French  Government, 
the  finest  exhibition  of  French  seventeenth- 
century  art  ever  seen  in  the  United  States  is  being 
offered  this  season  in  several  cities.  Entitled  'The 
Splendid  Century',  it  opened  at  the  National 
Gallery  in  Washington  prior  to  showings  at  the 
Toledo,  Ohio,  Museum  of  Art  and  the  Metro- 
politan Museum  in  New  York.  The  selections 
comprise  a  hundred  and  sixty-six  paintings, 
sculptures,  drawings  and  tapestries  lent  from 
French  museums  and  churches.  Many  of  the 
chief  masters  represented  in  the  show — La  Tour, 
the  Le  Nains,  Poussin,  Claude,  Rigaud,  Le  Brun, 


Philippe  de  Champaigne — have,  of  course,  long 
been  well-known  in  the  United  States  through 
fine  works  in  American  collections.  However, 
French  seventeenth-century  painting  and  sculp- 
ture have  been  out  of  fashion,  indeed  neglected, 
for  several  generations.  The  result  is  that  this  ex- 
tensive cavalcade  of  French  examples  strikes  us 
with  surprise  and  leaves  us  stirred  with  unex- 
pected admiration.  A  number  of  the  lesser  artists 
represented — Vignon,  Leclerc,  the  Tassels,  Pierre 
Patel  pere  etfils,  and  Laurent  de  la  Hyre,  etc — 
are  scarcely  known  in  the  United  States,  though 
they  are  now  clearly  seen  to  be  wonderfully 
gifted,  well  skilled  painters  and  sculptors.  Art 
lovers  everywhere  will  be  glad  to  learn  that  a 


first  rate  catalogue  of  the  exhibition  has  been 
published.  Its  scores  of  illustrations,  full-length 
foreword  by  Theodore  Rousseau,  and  scholarly 
little  study  of  each  artist  presented  excellently 
serves  as  an  introduction  to  the  art  of  the  period. 

Seventeenth-century  French  art  was  preceded 
by  the  dazzle  of  the  Renaissance,  and  followed  by 
the  serene  charm  of  eighteenth-century  neo- 
classical painting  and  sculpture.  In  consequence 
it  has  long  been  overshadowed.  Today  the  re- 
vival of  interest  in  it  reminds  us  that  it  was  an  art 
of  extraordinary  variety.  This  variety  ranges  the 
formal  grandeur  of  the  Court,  the  picturesque 
naturalism  of  the  peasant,  the  baroque  restlessness 
of  stylish  intellectuals,  the  naive  classicism  of 
Poussin,  the  humanity  of  Le  Nain,  the  dramatic 
force  of  Caravaggio,  and  other  vigorous  points 
of  approach.  There  are  common  denominators 
in  this  seventeenth-century  variety.  The  over- 
arching character  of  the  art  is  vitality,  splendour, 
the  supremacy  of  reason  above  passion,  and  skill 
born  of  thorough  technical  training.  Nicolas 
Poussin,  whose  genius  dominated  the  art  of  the 
seventeenth  century,  is  well  represented  in  the 
exhibition,  a  number  of  his  astonishingly  modern 
drawings  as  well  as  several  of  his  classical  paint- 
ings adequately  reflecting  the  different  facets  of 
his  mind.  There  are  several  paintings  by  the 
recently  rediscovered  master,  Georges  de  la 
Tour,  whose  'night-light'  pictures  have  suddenly 
become  priceless.  Five  finely  typical  landscapes 
by  the  forerunner  of  impressionist  painting, 
Claude  Lorrain,  were  included.  Philippe  de 
Champaigne,  whose  peculiarly  French  classicism 
combines  the  brilliant  'correctness'  of  the  Court, 
with  artistic  austerity,  and  warmth  of  religious 
feeling,  was  vividly  represented:  also  the  King's 
official  painter-decorator,  Charles  Le  Brun;  the 
royal  portraitist,  Hyacinthe  Rigaud;  and  those 
cordial  masters  of  realistic  genre,  the  brothers  Le 
Nain.  As  a  whole,  'The  Splendid  Century' 
proves  an  exhibition  of  such  exceptional  value 
that  many  Americans  studying  it  wished  it 
might  be  kept  in  the  United  States  for  several 
years  and  sent  on  a  tour  of  all  our  major  cities. 

Golden  Age  of  Philadelphia 

TWELVE  new  galleries,  creating  a  great  wing 
entirely  devoted  to  the  arts  of  the  Renaissance 
in  Europe,  have  been  opened  in  the  Philadelphia 
Museum  of  Art.  It  is  the  fourth  wing  constructed 
by  the  Museum  within  four  years — Renaissance, 
Oriental,  Decorative  Arts,  Tibetan  and  Nepalese. 
This  proud  record  has  been  set  by  the  city  fathers 
with  capital  funds  allotted  by  the  City  Planning 
Commission  and  voted  by  City  Council.  A 
vast  wealth  of  art  objects,  most  of  them  hereto- 
fore held  in  storage,  magnificently  dresses  the 
new  wing.  The  dozen  galleries  offer  the  visitor  a 
considerable  pageant  of  the  Renaissance  as  it  un- 
folded in  fifteenth,  sixteenth-century  Italy  and 
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(Above).  Laurent  de  la  Hyre.  The  Adoration  of  the  Shepherds,  canvas,  45^  /  118  J,  in.  (Musee  de  Rouen). 

(Below).  Nicholas  Poussin.  The  Massacre  of  the  Innocents,  pen  and  brown  ink,  brown  wash,  5^  x  6{  in. 
(Musee  de  Lille).  Two  more  French  loans  to  'The  Splendid  Century'  exhibition. 


swept  into  France,  Holland,  Germany,  England, 
and  Spain,  transforming  everything  it  touched — 
art,  literature,  music,  commerce,  human  society 
— from  mediaeval  to  modern  concepts. 

The  central  section  of  the  wing  is  a  splendid 
stone  court  constructed  to  house  several  monu- 
mental treasures,  chief  among  them  a  Burgun- 
dian  choir  screen  of  carved  alabaster  and  poly- 
chrome marble,  made  in  1536-1538  for  the 
chapel  of  the  French  Chateau  de  Pagny,  near 
Dijon.  In  this  stone  hall  an  air  of  harmony  greets 
the  visitor  since  all  the  objects  so  gathered  there 
are  French  and  date  from  the  first  half  of  the 
sixteenth  century.  The  objects  include  architec- 
tural elements,  such  as  installed  portals,  free- 
standing columns — also  bas-reliefs  and  sculpture 
in  the  round,  paintings,  tapestries,  and  massive 
furniture,  some  of  the  latter  magnificently  carved. 

Adjoining  the  central  court  are  two  smaller 
galleries  decorated  with  objects  dating  from  the 
last  half  of  the  sixteenth  century.  Most  of  these 
are  French.  Others  give  the  origin  of  the  Italian 
Renaissance  style.  Perhaps  an  idea  of  what 
treasures  are  contained  in  these  three  galleries 
may  be  gained  by  mention  of  a  few. 

The  sculpture  includes  a  glorious  late  Gothic- 
early  Renaissance  stone  statue  of  the  Madonna 
and  Child  from  the  Pagny  Chapel.  It  is  French 
carved  under  Italian  influence,  but  with  an 
enframement  carved  by  Spaniards,  thereby 
testifying  that  Spanish  workmen  were  brought 
to  Burgundy  (as  elsewhere  in  France)  to  assist 
in  extensive  art  projects.  The  furniture  includes  a 
special  group  of  ornately  carved  pieces — a  table, 
two  cabinets,  a  jewel  chest,  and  a  section  of  a 
door — in  the  celebrated  style  of  Hugucs  Sambin. 
Among  the  paintings  is  a  gilt  and  polychromed 
retable  from  Antwerp  (1530-153 5)  now  known 
to  have  been  the  original  altarpiece  in  the  Pagny 
Chapel.  Long  lost,  it  happened  to  be  acquired 
years  ago  by  the  Philadelphia  Museum,  on  its 
merit.  Recently  it  was  identified  by  a  stroke  of 
scholarship,  and  is  now  reunited  with  the  choir 
screen  and  other  architectural  elements  that 
formed  its  original  setting. 

Opening  out  from  the  three  French  galleries 
arc  eight  other  Renaissance  galleries  given  over 
to  the  arts  of  other  countries.  These  also  are  in- 
stalled with  architectural  elements  of  the  period 


such  as  stone  doorways,  windows,  chimney- 
pieces,  beamed  ceilings,  wooden  panellings,  and 
mouldings.  Many  of  them  are  works  of  the 
highest  quality.  Against  such  backgrounds  the 
display  of  Renaissance  paintings,  carvings,  tapes- 
tries, furniture,  and  ornaments  such  as  candle- 
sticks, potteries,  pewter  and  sculptural  silver  arc 
set  off  to  happy  advantage.  The  rooms  give  an 
impression  of  history  and  a  handsomely  artistic 


impression  at  the  same  time.  There  arc  three 
Italian  rooms,  a  Spanish,  a  Dutch,  a  German,  and 
English  Jacobean  and  Tudor  rooms.  Their 
educational  and  artistic  value  makes  for  an 
achievement  of  which  Philadclphians  may  well 
be  proud.  Indeed,  these  years  which  have  seen 
four  permanent  wings  opened  in  the  Museum, 
will  be  remembered  as  years  of  fulfilment,  the 
golden  age  of  the  Philadelphia  Museum. 
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Rajput  Painting  at  Asia  House 

RAJPUT  painting  is  at  last  beginning  to  be 
appreciated  in  the  United  States.  To  be  sure,  a 
number  of  American  collectors  have  been 
gathering  choice  examples  for  years.  Few  of 
these  collections,  however,  have  been  extensively 
shown  in  public,  except  the  Denman  Ross- 
Coomaraswamy  Collection  in  the  Museum  of 
Fine  Arts,  Boston — a  collection  long  ranked  as 
the  finest  assemblage  in  the  Western  World  but 
recently  surpassed  by  the  galaxy  developed  at 
the  Victoria  and  Albert  Museum  in  London. 
This  season,  New  York  was  given  its  first  major 
Rajput  painting  exhibition,  an  important  event 
staged  at  Asia  House.  New  York  responded  with 
delight.  The  exhibition  was  selected  by  the 
esteemed  Oriental  art  scholar,  Sherman  Lee, 
director  of  the  Cleveland,  Ohio,  Museum. 
Mr.  Lee  presented  a  hundred  and  ten  examples, 
chosen  to  serve  as  a  concise  survey  of  the  art 
from  its  rise  in  India  in  the  sixteenth  century  to 
its  decline  in  the  nineteenth.  Its  two-fold  first 
flowering  in  Rajasthan  and  Malwa  (regions 
northwest  of  Delhi),  and  its  spread  northward 
as  far  as  the  Punjab  Hills  were  tellingly  set  forth. 
Spectators  found  themselves  able  to  gain  in 
the  brief  course  of  an  hour  a  very  real  notion  of 
the  art:  how  it  sprang  from  Mughal  painting 
and  Persian  manuscript  illuminations;  how  it 
retained  these  basic  traditions  for  three  centuries, 
adding  all  the  while  the  influence  of  Indian 
mediaeval  art;  and  how  these  aspects  combined 
to  produce  both  an  individual  style  and  a  good 
bit  of  fresh  subject  matter.  The  style  might  be 
summed  up  in  a  phrase  as  colour  patterning. 

Rajput  painting — a  term  invented  by  Coom- 
araswamy — was  created  for  the  pleasure  of  the 
Rajput  princes  of  northern  India.  Both  sacred 
and  secular  subjects  were  undertaken.  Scenes  and 
episodes  directly  or  symbolically  illustrating 
Hindu  religious  literature,  such  as  the  legend  of 
Krishna,  were  often  used.  Again,  mythological 
themes  were  employed.  Historical  material  also 
appears:  episodes  in  the  lives  of  mortals — a 
King's  adventures,  or  the  love-yearnings  of  a 
prince.  Some  contemporary  description  was 
also  employed,  descriptions  that  valuably  record 
Rajput  customs  of  the  time — events  of  the  day, 
and  palace  sports  such  as  hunting  rhinoceros 
with  a  spear,  or  the  shooting  of  wild  animals 
from  luxurious  pavilions  in  the  woods. 

Sacred  or  secular,  the  pictures  were  kept  in 
albums,  and  painted  to  be  seen  in  sequence  so  as 
to  tell  a  full-length  story.  The  size  of  the  pictures 
are  the  reduced  scale  of  Persian  miniature 
painting.  Linear  colour-drawing— closed  forms 
filled  with  colours — characterizes  them  much 
as  in  Persian  painting.  However,  the  colours  are 
usually  brighter  and  bolder  than  Persian;  the 
interlocked  designs  more  direct,  stronger;  the 
jewel-like  effect  less  delicate,  richer.  Many 
naturalistic  elements  enter  Rajput  painting: 
vignettes  of  animals,  flowers,  landscape,  archi- 
tecture, etc.  Yet  the  aim  of  the  artist  is  not  to 
describe  nature  but  to  paint  an  idea.  The  different 
colours  and  colour  schemes  as  well  as  the  varied 
patternings,  are  chosen  to  express  the  mood  of 
the  idea;  in  short,  to  help  convey  the  thought. 
All  these  Oriental  particulars  touch  us  warmly 
today  because  they  have  now  been  Westernized 


(Above).  Antique  silver  tea  set  by  Paul  Revere, 
1797,  the  gift  of  Mr.  &  Mrs.  James  Ford  Bell  to 
Minneapolis  Institute  of  Arts.  (Below).  Brought 
from  the  vaults  of  the  Walters  Art  Gallery  from 
a  fine  selection  of  Chinese  ormolu-mounted 
porcelain :  a  pair  of  Ch'ing  turquoise  vases  and 
covers.  See  'Vases  Mounted  in  Ormolu'. 


for  us  by  modern  painters  and  have  become 
familiar  to  us  as  devices  used  by  modernists  to 
escape  Western  academic  conventions.  The 
parallel  with  Western  modern  painting  is  fre- 
quent. For  example,  Rajput  painting  gives  up 
'reality'  for  the  conceptual,  which  is  to  say,  an 
aspect  of  the  abstract.  Its  brilliant  colour  pattern- 
ings call  to  mind  the  similar  conceptions  of 
Gauguin,  of  Rousseau  le  douanier,  of  Chagall 
when  Chagall's  colour  design  is  crisp.  Sundry 
other  technical  devices  in  Rajput  painting  crop 
up  in  works  by  Matisse,  Picasso,  Emil  Nolde 
et  al.  Thanks  to  Mr.  Lee's  discriminating  prepara- 
tion of  the  exhibition,  it  not  only  traced  the 
development  of  Rajput  painting  but  brought 
together  so  many  great  examples  that  a  larger 
number  of  American  collectors  may  now  be 
attracted  to  the  field,  together  with  a  wider 
public.  So  fine  a  show  'makes  history'. 

Unique  Paul  Revere  Tea  Set 

THE  most  complete  silver  tea  set  now  surviving 
from  the  eighteenth-century  work  of  the  Boston 
patriot,  Paul  Revere,  has  been  given  to  the 
Minneapolis  Institute  of  Arts  by  two  staunch 
friends  of  the  Museum,  Mr.  and  Mrs.  James 


Ford  Bell.  The  occasion  was  the  reopening  of  the 
early  American  rooms  from  Charleston,  South 
Carolina,  refurbished  by  a  gift  from  the  Bells. 
The  extraordinary  tea  set  by  Revere  adds  a  new 
distinction  to  the  already  notable  holdings  of  the 
Minneapolis  Institute  in  the  field  of  early  Ameri- 
can silver. 

Paul  Revere's  ledger,  under  date  of  17th 
April,  1797,  gives  us  a  detailed  entry  of  the 
pieces  in  this  tea  set.  Noting  that  the  set  was 
made  for  John  Templeton,  the  list  describes 
them:  an  oval-shaped  tea  pot  with  fluted  sides; 
a  stand  for  the  pot ;  a  tea  caddy  of  the  same  shape, 
with  lock  and  key;  a  stand  for  the  caddy;  a 
helmet-shaped  cream  jug;  a  large  urn-shaped 
sugar  dish;  a  pair  of  sugar  tongs.  Another  entry 
tells  us  that  Revere  at  the  same  time  made  for 
this  client  a  punch  strainer  with  scrolled  handles, 
the  bowl  pierced  in  a  floral  pattern.  The  strainer 
also  was  given  to  the  Minneapolis  Institute.  Fur- 
ther records  tell  us  that  these  pieces  were  John 
Templeton's  marriage  silver;  that  he  took  the 
set  with  him  when -he  went  from  Boston  to 
Georgetown,  Virginia ;  and  that  in  later  genera- 
tions the  different  pieces  were  inherited  by 
various  descendants,  and  came  to  be  scattered 
from  Baltimore  to  Montana.  They  were  re- 
assembled in  recent  years. 

This  tea  set  is  finely  representative  of  Revere's 
work  in  the  classical  style:  indeed,  of  the  classical 
style  of  several  Boston  silversmiths  at  the  end  of 
the  eighteenth  and  beginning  of  the  nineteenth 
century;  for  others  were  following  the  new 
'federal'  style  as  closely  as  Revere.  The  major 
pieces  show  matching  decoration — with  covers 
ending  in  pine-cone  finials;  the  fluted  sides 
engraved  with  horizontal  bands  of  delicate 
bright-cut  patterns,  and  swags  of  tasselled 
drapery  in  the  Adam  taste.  The  sugar  dish,  its 
form  inspired  by  the  Roman  funerary  urn,  is 
unusually  handsome  as  to  size.  It  and  the  cream 
jug  are  raised  on  footed  bowls  that  rest  on  square 
bases.  The  bright-cut  sugar  tongs  end  in  shell 
grips,  a  motif  pleasantly  repeated  in  a  scallop 
shell  for  measuring  out  the  tea.  The  superb 
gift  is  the  first  to  be  made  in  the  regime  of  the 
new  director  of  the  Minneapolis  Institute,  Carl 
Weinhardt,  Jr. 

New  Hampshire  Maple  Chest-on-Chest 

THE  representative  collection  of  early  American 
furniture  owned  by  the  Currier  Gallery  in 
Manchester,  New  Hampshire,  has  been  aug- 
mented by  the  addition  of  an  unusual  eighteenth- 
century  New  England  chest-on-chest  with  a 
block-front  lower  section.  Block-front  furniture, 
an  American  development  (and  forcefully 
graceful),  is  hard  to  come  by  nowadays.  This 
example  is  doubly  rare  because  the  wood  is  not 
mahogany,  as  was  the  custom.  It  is  in  maple- 
wood.  Mahogany  was  imported  and  costly.  To 
transport  it  inland  was  a  further  expense.  The 
result  was  that  beautiful  native  woods,  such  as 
maple  and  cherry,  were  much  used  by  American 
furniture  makers  in  towns  away  from  seaports. 
Such  woods  were  especially  popular  for  small 
furniture,  though  large-size  pieces — highboys, 
secretaries,  chest-on-chests — were  rather  numer- 
ous. The  maple  chest-on-chest  acquired  for 


150 


(Above  and  left  below).  Twelve  new  galleries,  of  which  this  French  Renaissance  period  Hall  is  one, 
have  been  opened  at  the  Philadelphia  Museum  of  Art.  (Right  above).  A  recent  addition  to  the 
American  furniture  at  the  Currier  Gallery,  Manchester,  New  Hampshire:  a  maple  chest-on-chest, 
c.  1780.  (Below  right).  To  foster  the  current  taste  in  the  United  States  for  Rajput  painting  the 
American  Asia  Society'has  staged  a  display  of  such  work.  This  Ladies  Hunting  from  a  Pavilion,  late 
eighteenth  century,  from  Cleveland,  was  one  of  the  works  seen. 


Embroidered  picture,  'The  Fishing  Lady',  New 
England  work  of  c .  1760.  Now  seen,  with  other 
New  England  textiles,  at  the  Boston  Museum  of 
Fine  Arts. 


Manchester  is  seven  feet  tall.  Of  fine  proportions, 
and  attractively  accented  with  discreet  carving 
this  New  England  Chippendale  example  dates 
from  the  second  half  of  the  eighteenth  century, 
appears  to  have  been  made  in  New  Hampshire, 
and  may  be  a  work  by  a  member  of  the  Dunlap 
family.  The  general  style  reminds  us  that  essen- 
tially Baroque  designs  lingered  in  style  in  the 
provinces  of  New  England  even  after  the  middle 
of  the  eighteenth  century. 

Block-front  furniture  seems  to  have  originated 
in  Colonial  Newport,  Rhode  Island.  Certainly  it 
reached  its  finest  examples  there  in  the  cabinet- 
work of  the  Townsend  and  Goddard  clan. 
Neighbouring  Connecticut,  doubtless  due  to 
Newport  influence,  also  produced  block-fronted 
furniture,  perhaps  made  by  cabinetmakers  who 
had  once  worked  for  the  Townsends  or  God- 
dards.  We  have  discovered  a  few  pieces  believed 
to  have  been  made  elsewhere — Massachusetts, 
New  Hampshire,  even  Philadelphia.  Block- 
fronting  is  usually  associated  with  bracket  feet. 
The  present  example  shows  cabriole  legs  with 
claw-and-ball  feet.  The  slightly  ovoid  ball  and 
elongated  claw  are  reminiscent  of  New  Hamp- 
shire Dunlap  design.  The  plain  front  of  the 
upper  section  of  this  chest-on-chest  is  set  off  by 
fluted  and  stop-fluted  pilasters,  and  a  finely 
carved  fan  in  the  central  upper  drawer,  a  type  of 
fan  often  found  on  New  Hampshire  furniture. 
The  graceful  broken-arch  pediment,  dentil 
carved,  has  'pinwheel'  rosettes  and  urn-and- 
flame  finials.  Examination  of  the  brasses  gives 
evidence  that  these  and  their  bail  handles  are 
nearly  all  original.  So  are  the  escutcheons. 

Vases  Mounted  in  Ormolu 

AS  if  to  remind  us  that  decoration  was  elevated 
to  a  fine  art  in  eighteenth-century  France,  the 
Walters  Art  Gallery  in  Baltimore,  Maryland, 
has  brought  from  its  vaults  a  superlative  collec- 
tion of  Chinese  porcelain  vases  mounted  in 
French  ormolu,  together  with  a  few  Sevres 
vases  similarly  adorned.  A  more  aristocratic 
exhibition  would  be  hard  to  assemble.  This 
fashion  of  embellishing  porcelain  with  gilt- 
bronze  began  in  the  later  years  of  Louis  XIV 
(d.  171 5)  and  reached  its  height  about  the  middle 
of  the  eighteenth  century.  The  style  came  about 
as  a  result  of  the  high  esteem  in  which  Chinese 
porcelains  were  held,  together  with  the  desire  of 
French  decorators  to  combine  the  crisp  line  and 
hard  surface  of  porcelain  with  the  soft  line  and 
flowing  surface  of  poured  metal.  Indeed,  to 
create  a  room  in  which  the  furnishings  were 


interspersed  with  bronze  and  porcelain  orna- 
ments— all  the  pieces  harmonized,  each  subtly 
balancing  the  other — was  a  chief  aim  of  eight- 
eenth-century French  interior  decorators.  The 
size  of  the  porcelains  in  such  a  room  included 
both  large  and  small,  and  the  bronzes  ranged 
from  bric-a-brac  to  sculpture  larger-than-life. 

As  the  Walters  exhibition  finely  indicated, 
vases  mounted  in  gilt-bronze  were  already  rare 
examples  of  Chinese  porcelain.  The  ormolu 
embellishments  were  added  as  mountings  for 
jewels.  Their  designs  mainly  reflected  the  rage 
for  chinoiserie.  However,  considerable  rococo 
scrollings  also  occurred  and,  in  the  reign  of 
Louis  XVI,  after  the  rediscovery  of  ancient 
Rome,  neo-classical  motives  such  as  festoons  of 
flowers,  fluttering  ribbons,  and  feathery  acan- 
thus foliage  were  introduced.  These  lovely  for- 
mal or  floral  designs  in  gold-bronze  lent  elegance 
to  the  porcelains  they  adorned.  A  few  French- 
men, delighting  in  the  beauty  of  Sevres  porce- 
lain, also  ordered  fine  Sevres  vases  similarly 
honoured  by  mounting  them  in  ormolu.  A  few 
Sevres  examples  are  included  in  the  Walters 
collection.  Until  today  it  was  little  known  that 
the  Walters  Gallery  owned  such  an  outstanding 
array  of  vases  mounted  in  eighteenth-century 
French  ormolu.  The  collection  extends  to 
eighty  examples.  They  adequately  represent  the 
variety  of  ornament  undertaken,  and  the  dis- 
tinction the  craft  achieved  as  a  whole.  In  fact, 
the  collection  is  considered  as  one  of  the  most 
important  ever  assembled.  It  ranks  with  the 
famed  collection  of  the  Duchess  of  Montebello 
(sold  in  Paris  under  Napoleon  III),  and  the  Roths- 
child collection  at  Waddesdou  Manor  in 
England. 

Early  Boston  Embroidery 

AT  the  Boston  Museum  of  Fine  Arts  a  gallery 
has  been  set  apart  for  showing  textiles  made  or 
used  in  New  England  in  the  eighteenth  and 


early  nineteenth  centuries.  Different  aspects  of 
the  field  are  to  be  presented  in  a  series  of  exhibi- 
tions. The  inaugurak  display  is  of  colour  em- 
broideries worked  in  New  England,  particularly 
in  the  Boston  area.  Later  in  the  season  a  variety 
of  white  embroideries  worked  with  linen  or 
cotton  will  be  shown,  together  with  fine  white 
quiltings  in  the  same  materials.  Other  categories 
will  follow.  In  the  first  showing  most  of  the 
selections  are  crewel  or  worsted  yarn  embroider- 
ies on  ground  fabrics  of  pure  linen  or  linen  and 
cotton.  The  range  of  examples  extends  from 
furniture  accessories — chair  and  bench  seat- 
covers,  bed  curtains,  bed  covers,  and  hand- 
screens — to  costume  accompaniments  such  as 
pocketbooks  and  petticoat  borders,  and  a  variety 
of  stitched  pictures.  No  dresses  or  dress  frag- 
ments were  included  because  of  the  fact  that 
while  parts  of  crewel  embroidered  dresses  have 
survived  in  the  Connecticut  Valley,  no  examples 
from  the  vicinity  of  Boston  are  known.  The 
reason  is  generally  supposed  to  be  that  city 
women,  who  could  choose  their  dresses  from 
prettily  patterned  English  silk  brocades  and 
damasks,  felt  no  need  to  purchase  plain  material 
and  then  adorn  it  with  crewels.  However,  a 
number  of  silk  embroidered  dresses  have  been 
preserved  in  Boston.  A  portion  of  a  quite  charm- 
ing one  was  exhibited,  also  an  exquisite  silk 
embroidered  apron ;  and  two  finely  worked  silk 
stomachers,  all  dating  from  about  1750. 

Early  American  and  English  silk  embroidery 
can  scarcely  be  differentiated.  Often  the  attribu- 
tion must  be  based  only  on  the  provenance  of 
the  piece.  Records  inform  us  that  eighteenth- 
century  Boston  sewing  teachers  got  their  em- 
broidery patterns  from  England.  Surviving 
examples  show  that  the  design  was  often  modi- 
fied, usually  to  make  it  simpler.  The  degree  of 
change  in  the  design  seems  to  have  varied  in 
each  case.  No  typically  American  characteristic 
emerged. 


Printed  in  Great  Britain  by  Tillotsons  (Bolton)  Limited,  Bolton  and  London. 
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CONJVOISSE  UR    REGIS  TER    AD  VER  T IS  E  ME  NTS 


Garrard  &  Co.,  Ltd.,  Crown  Jewellers,  offer  the  highest  prices  for 
jeweller]  .  silver  and  gold  articles  you  no  longer  require.  Offers,  without 
obligation,  will  be  sent  by  return  for  consignments  received  at  1 12  Regent 
Street,  W.l.  For  large  quantities  ol  silver,  our  buyers  will  visit  you  upon 
request. 


WANTED — Exeter  Plate  by  Richard  Sams,  1771-5.  Forward  com- 
plete description  and  photo,  if  possible,  with  prices.  William  Warner, 
Inc.  P.O.  Box  558 — Indianapolis  6,  Indiana,  U.S.A. 


YE  OLDE  TYMES,  27  High  Street,  Clacton-on-Sea.  Comprehensive 
stock  of  Antique  Furniture,  Jewellery,  Silver,  Plate  and  China.  Personal 
visits  invited.  Trade  enquiries  welcomed.  Telephone:  Clacton  800. 


FOR  SALE:  Portrait  on  copper  of  King  George  III  possibly  by 
Benjamin  West,  painted  for  an  early  American  Colonial  governor.  Fine 
Condition.  V.  D.  Gordon,  Box  201,  St.  Johns,  Ohio,  U.S.A.  Tel. 
Waynesfield  2486. 


Haddonfield,  New  Jersey:  SANSKI  GALLERY,  50  Tanner  Village. 
Fine  early  American  and  European  paintings,  drawings  and  sculpture 
bought,  sold,  restored. 


WANTED:  pictures,  books,  barometers,  silver,  glass,  furniture,  etc., 
connected  with  the  City  of  LINCOLN.  Box  No.  7183. 


Paintings  and  Drawings.  Write  for  illustrated  lists.  Home  and  Over- 
seas. Old  Hall  Gallery  Ltd.,  Iden,  Rye,  Sussex. 


Artist,  specialised  in  making  PORTRAITS  and  REPRODUCTIONS 
of  OLD  MASTERS  (oil  on  canvas),  can  accept  some  orders.  Box  No. 
7182. 


APADANA,  Ancient  Persian  Art.  Germany:  Frankfurt-M,  Verren- 
trappstr.  47.  Tel.  775427. 


WANTED  by  Private  Collector  OLD  AMERICAN  FLAGS  (prior  to 
1 870) .  Write :  B.  Mastai,  2 1  East  57th  Street,  New  York  22,  N. Y.  (U.S.A. ) 


Louis  XV  oak  panelled  room  15  X  18  X  10.  Louis  XVI  oak  panelled 
room  20  x  25  x  10.  These  two  fine  period  rooms  including  modern 
portions  and  restorations,  are  in  first  class  condition  and  include  their 
respective  fireplaces — J.  P.  Saletes,  1440  Towers,  Montreal,  Canada. 


PRIVATE  BUYER  wants  Tiny  Queen  Anne  walnut  stool  (16  X  13 

inches  or  thereabouts).  Box  No.  7180. 


Antique  Clocks  bought,  sold  and  repaired.  E.  Jurmann,  C.M.B.H.J., 
26  Spring  Street,  Brighton,  Sussex.  Tel:  25006. 


WANTED:  Antique  Watches.  All  types.  Need  not  be  in  running  condi- 
tion. Write  Box  No.  7169. 


WANTED — Webb  Cameo  Glass.  Write  Lawrence  Kalom,  Zion, 
Illinois,  U.S.A. 


Do  justice  to  your  finest  antiques — with  photographs  from  Wallace 
Heaton  Ltd.,  127  New  Bond  Street,  London,  W.l. 


WANTED:  Copper  molds  with  animal,  fowl,  fruit  or  vegetable  tops. 
Bensons,  914  E.  29th  St.,  Kansas  City,  Mo. 


WANTED:  Battersea,  Bilston  enamels — boxes,  scent  bottles,  wine 
labels,  plaques.  Joseph  Heafelin,  Detweiller  Drive,  Peoria,  Illinois. 
U.S.A. 


WANTED:  Russian  Enamel  Pieces.  Write  A.  E.  Turcone,  298  Broadway, 
Providence,  R.  I.,  U.S.A. 


YOUNG  MAN,  age  20,  great  interest  in  antiques,  able  to  drive,  requires 
situation  in  Antique  or  Auctioneering  business.  London  Area.  Tel: 
Richmond  3245  or  write  Box  No.  7181. 


CHINESE  JADE  Chess  Set  For  Sale.  Muttonfat  and  dark,  smoky-grey 
nephrite;  height  of  King:  2\  in.  Ca.  1925.  $150.00.  James  C.  Nichols 
Studio,  509  Davis  Street,  Kalamazoo,  Michigan. 


FOR  SALE:  Two  framed  heraldic  panels,  3  ft.  X  2  ft.  6  in.,  painted 
in  brilliant  enamel  on  glass.  120  gns.  each.  Particulars  from  P.  J.  D. 
Gamon,  Newells,  Nr.  Horsham,  Sussex. 


Collection  of  CHINESE  WRITING  ACCESSORIES,  eleven  pieces, 
including  four  pieces  of  Porcelain  £25.  Chinese  glass  Snuff  Bottle 
painted  on  inside  £5.  Seen  London.  Box  No.  7184. 


BINDERS  for  your  Connoisseurs!  And  you  can  do  it  yourself.  Two 
Binders  take  a  year's  issues.  Strongly  made,  they  are  of  red  leather-cloth, 
with  rounded  corners,  the  name  The  Connoisseur  gold-blocked  on  the 
spine.  Price  each  16s.  6d.  ($2.39)  inclusive  of  postage,  packing  and 
insurance.  Extra  blocking  on  the  spine  'January  to  June  19..'  'June  to 
December  19. .'  costs  an  additional  Is.  3d.  (17  cents)  per  binder.  Order 
from  The  Belgrave  Library,  22  Armoury  Way,  London,  S.W. 18. 


Register  advertisements  are  $2  •  00 for  15  words  {minimum),  and  thereafter  10  cents 
per  word,  which  must  be  prepaid  and  mailed  to  THE  CONNOISSEUR,  21 
East  57th  STREET,  NEW  YORK  22,  NT.  Addresses  or  Box  Numbers 
must  be  inserted,  and  replies  to  the  latter  should  be  clearly  marked  with  the 
Box  Number.  The  Proprietors  of  The  Connoisseur  accept  no  responsibility  for  any 
sales  effected. 


Regardless  of  size  or  complexity 
you  can  rely  on  P  &  S  to  pack  and 
forward  to  all  parts  of  the  world, 
promptly,  safely  and  economically. 

Pitt  &  Scott 

Limited 

1  /3  St.  Paul's  Churchyard,  London 
E.C.4 

Telephone:  City  6474 

Household  removals  to  all  parts  of 
the    world.    Storage  facilities  at 
London,   Liverpool,    Glasgow  and 
Paris. 


RESTORATION  AND 
CONSERVATION  OF 
THE  ANTIQUE 

Restorers  to  the  Leading  Museums 

BRONZES  ■  CERAMICS  •  ENAMELS 
IVORIES  •  JADES  •  MARBLES 
TORTOISESHELL  •  MOTHER-OF-PEARL 
SNUFFS  ■  ORMOLU  •  BUHL 
OBJETS  D'ART  •  FURNITURE  'ETC* 

G.  GARBH 

FOUNDED  1770 

2  3  CHARLOTTE  STREET 
1  C*NDON,  W.i 

Telephone:  museum  1268 
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Who  are  todays  patrons? 


T 


ODAY,  many  of  the  chief  patrons  of  the  Arts  are  leading 
men  in  industry  and  commerce.  They  are  important 
collectors  of  fine  things  either  for  themselves  or  for  their  offices 
and  they  are  in  the  happy  position  of  being  able  to  buy  what 
they  admire.  They  appreciate  too  that  a  fine  work  of  art  is  an 
investment  that  will  keep  its  value. 

Make  certain,  therefore,  that  your  announcements  appear 
regularly  in  the  pages  of  the  financial  times.  You  can  be 
certain  that  a  large  and  influential  audience  will  see  them. 

the  financial  times  caters  for  all  who  are  interested  in  the  world  of 
art.  Denys  Sutton,  the  well-known  authority,  is  a  regular  contributor  to 
its  pages. 


Connoisseurs  who  mean  business  for  you  —  read 

THE  FINANCIAL  TIMES 


every  day 

i 

SIDNEY   HENSCHEL,   ADVERTISEMENT   DIRECTOR,   BRACKEN  HOUSE,    10   CANNON  STREET 
#  V 
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8-10     HANS     ROAD,     LONDON,     S.  W.  3      •      TELEPHONE     KEN  5266 
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CONNOISSEUR 


JAN  BOTH  (1618-1652).  WOODED  LANDSCAPE,  CANVAS,  38  x  61  INCHES.  FROM  THE  VISCOUNT 
HAMBLEDON  COLLECTION:  EXHIBITED  AT  THE  GUILDHALL,  LONDON,  IN   1892  (No.  72). 


This  important  painting  is  one  of  a  number  of  fine  Old  Masters  in  the 
possession  of  the  St.  James's  Galleries,  75  Jermyn  Street,  London,  S.W.t. 


\Y  1%| 


AMERICAN  EDITION 


TWO  DOLLAR  5 


CHRISTIE'S 

will  offer  at  auction  on  Monday.  17th  April 

FIXE  CHINESE  PORCELAIN 

the  property  of 

CAPTAIN  DRLRY.  COLONEL  JOSEPH  WELD.  O.B.E..  T.D., 

and  others 


Illustrated  Catalogues  (6  plates)  3s.  6d.  post  free.  Plain  Catalogues  6d.  post  free 

CHRISTIE,  MANSON  &  WOODS.  LTD. 

8  King  Street.  St.  James's.  London.  S.W.I 


Telephone:  Trafalgar  9060 


Telegrams  christiart  piccy  London 


Marlborough  Fine  Art  Limited 

39  Old  Bond  Street,  London  Wi  Hyde  Park  6195/6 
Cables  Bondarto 


Marlborough 


A  selection  of  paintings  by  Boudin  and  Fantin-Latour  from  our 
large  collection  of  19th  and  20th  Century  Masters 


Boudin  L'Orage  i! 
19  x  29  inches 


Boudin  L.e  Port  de  Fecamp  1892 
16x22  inches 


Fantin-I.atour  Dahlias  1869 
1 1 1 x  15  inches 


Boudin  The  Grand  Canal  1895 
19  x 1 5 J  inches 


Exhibitions 

March-April 

Paul  Rebeyrolle:  Recent  Paintings 
April- May 

Kandinsky:  The  Road  to  Abstraction 

May -June 
Jackson  Pollock 
June-August 

20th  Century  Masters  and  Henry  Moore  stone  and  wood  carvings 


Fantin-Latour  Bouquet  of  Flowers  1877 
8 1 x 10 J  inches 
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SOTHEBY'S 

Founded  1 744 

announce  the  Sale  on  Wednesday,  10th  May,  of 

IMPORTANT  OLD  MASTER  DRAWINGS 

the  property  of  L.  V.  RANDALL,  Esq.,  of  Montreal 


HUGO  VAN  DER  GOES  A  Saint,  probably  St.  Barbara 

Pen  and  ink  and  wash,  heightened  with  white,  on  green  prepared  ground,  9     x  l'i  inches. 

Illustrated  Catalogue  (19  plates,  1  in  colour)  10s.  Od.  Plain  Catalogue  6cl.  Post  free. 

SOTHEBY  &  CO.,  34  &  35  NEW  BOND  STREET,  LONDON,  W.l 

Telephone:  Hyde  Park  6545  Telegrams:  Abinitio,  Wesdo,  London 

AMERICAN  REPRESENTATIVES:  SOTHEBY'S  OF  LONDON  LTD.,  717  Fifth  Avenue,  New  York  22 
Telephone:  Plaza  8-2891  Telegrams:  Abinitio,  New  York 


BY  APPOINTMENT 
FIREPLACE  FURNISHER 
?TO  THE  LATE 
KING   GEORGE  V 


Telephone:  KENsington  0783 


Cables:  Prattique,  London 


FOR  ANTIQUE 
FIREPLACES    AND  FURNITURE 


C.  J.  PRATT 


of 


Brompton  Road 


ESTABLISHED  1860 


186  BROMPTON  ROAD,  LONDON,  S.W.3 
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HARVEY  &  GORE 


LTD. 


•6> 


C.  1750 


4  BURLINGTON  GARDENS,  LONDON,  W.l 


Hyde  Park  2714 


A  pair  of  silver  Sauce  boats  by  Ayme  Videau.  London  1743.  38  ounces. 


BANKERS  since  18 12 

Messrs.  Coutts  &  Co. 
Strand 


Antique  Jewels ,  Old  English  Silver,  Enamels,  etc. 


Valuations  (or 
Probate,  Insurance 
and  Division 


v 


BY  APPOINTMENT 
DEALERS  IN  ANTIQUE  FURNITURE  AND  WORKS  OF  ART 
TO  THE  LATE  QUEEN  MARY 


M.  Harris  &  Sons 


ESTABLISHED  1868 


An  important  and  well-proportioned  yew  wood  and  brass  double-sided 
writing  table  of  the  Regency  Period.  The  top  lined  with  red  leather. 
Length  5  ft.  6  in.,  width  2  ft.  Ill  in. 


44/52  New  Oxford  Street,  London  W.C.i 


Telephones:  Museum  2121 ,  2122 


Telegrams:  Artisonne  Phone  London 
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By  Appointment 
Antiquaries  op  Chinese  Art 
to  the  late  queen  mary 


By  Appointment 
Antiquaries  of  Chinese  Works  op  Art 
to  H.M.  the  King  of  Sweden 


JOHN  SPARKS 

LI  MITED 

Cfnnefte  Wlotkx  of  grt 


A  Chinese  very  pale  translucent  green  jade  bowl  with 
a  pair  of  bovine  mask  handles  with  loose  rings. 

CH'IEN  LUNG  PERIOD:  A.D.  1736-1795. 

Width  7|  inches.  Height  2|  inches. 


128    MOUNT    STREET,    LONDON,  W.l 

GROsvenor  2265 


PRIDES  of 
LONDON  LTD 

Members  of  The  British  Antique  Dealers'  Association  Ltd. 


A  Queen  Anne  walnut  bureau  bookcase,  the 
double  domed  top  section  enclosed  by  two  doors 
with  Vauxhall  mirror  plates. 
3  ft,  2  in.  wide. 


179/180  SLOAXE  STREET,  S.W.I 

,      Tel:  BELgravia  3080 


(Stive 


HICKLENTON  &  PHILLIPS 
90  CHEAPSIDE,  London  E.C.2 

Member  of  The  British  Antique  Dealers'  Association  Lid. 


HENRY  SPENCER 

eeeeeeeeeee-  &  SONS  eeeeeeeeeee 

ESTABLISHED  1840 

Eric  C.  Spencer,  M.B.E.,  M.A.  (Cantab),  F.R.I.C.S.,  F.A.I. 
Rupert  W.  Spencer,  M.A.  (Cantab),  F.A.I. 
H.  Michael  Spencer,  F.R.I. C.S.,  F.A.I. 
L.  M.  Seymour.     W.  E.  Peck,  F.A.I.     Harry  C.  P.  Spencer,  A.A.I. 

of  RETFORD,  Nottinghamshire 

Sales  by  Auction 
of  the  Contents  of  Mansions  and  Country  Houses 

Sales  of  Landed  Estates  and  Properties 


20  The  Square,  RETFORD,  Notts. 

Telephone:  C31-2 

4  Paradise  Street,  SHEFFIELD  i 

Telephone:  2j2o6  (2  lines) 

91  Bridge  Street,  WORKSOP,  Notts 

Telephone :  3  3  4  7  - 1 


VALUATIONS  FOR  ALL  PURPOSES 
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FROST  &  REED  IP 

UNDER  TEN  REIGNS 


PIAZZA  SAN  MARCO 
by 

LUCA  CARLEVARIS 

(1665-1731) 
33  x  52 1  inches 


41  New  Bond  Street  10  Clare  Street 

London,  W.  1  Bristol 

Mayfair  24 C7  Bristol  26238 


IX 


BERNARD 


\ 


JAMES  WARD,  R.A.  (1769-1859) 


Canvas  39J  x  49  inches 


21  RYDER  STREET,  ST.  JAMES'S,  LONDON,  S.W.I 

Telephone:  WHITEHALL  6894 
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BERNARD 


21  RYDER  STREET,  ST.  JAMES'S,  LONDON,  S.W.I 

Telephone:  WHITEHALL  6894 

XI 


O'HANA  GALLERY 

13  CARLOS  PLACE,  GROSVENOR  SQUARE,  W.l 

Grosvenor  1562 


RENOIR  PAYS  AGE  DE  CAGNES  Canvas      X  12  J  mches 

APRIL  6-22 

Recent  Paintings  by 

BELLINI  • 


PAINTINGS  AND  SCULPTURE  OF  THE 
19th  &  20th  CENTURIES 


Set  of  4  Second  Course  Dishes  with  contemporary  Coat  of  Arms.  (2  illustrated} 
By  Paul    Storr.    London.    George    III.    1808.   Weight   162.00  oz.   Size    11"  x  9}," 

Asprey  in  the  City.  The  City  man  will  find  a  usefully  close-at-hand  service  at  Asprey  and  Kirch  & 
Gaydon,  153  Fcnchurch  Street  where,  besides  the  comprehensive  stock  held,  any  pieces  can  be  sent 
from  Bond  Street  at  short  notice 


Asprey  &  Co  Ltd  •  165/169  New  Bond  Street  •  London  W1  •  Hyde  Park  6767 
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Fine  Queen  Anne  Walnut  Bureau  Bookcase. 
Lovely  colour  and  patination. 
Replacement  mirrors  and  feet. 
44  X  25  x  87  inches  high. 


QUINNEYS  Ltd. 

WALTER  NEEDHAM 


CHARLES  I  GALLERIES 
and  ST.  MICHAEL'S  RECTORY 

49-61  BRIDGE  STREET  ROW 
CHESTER 


Telephone: 
Chester  22836 
and  23632 


Cable  Address: 
'Needinc',  Chester 


The 


House  of  Perez 


Unusual  and  exceptionally  fine  Antique  Khorassan 
from  NorthWest  Persia.  Size  6  ft.  3  in.  by  3  ft.  1  1  in. 
Ref.  No.  co 3 52 
• 

Internationally 
Famous  for  Fine  Carpets 

Perez  (London)  Ltd. 

Member  of  the  B.A.D.A. 

112  and  168  BROMPTON  ROAD 
LONDON,  S.W.3 

Telephones:  KENsington  9878,  9774  &  1917  (112  only) 
Also  GLASGOW,  BRISTOL  &  AMSTERDAM 
Telegraphic  Address:  CARPEREZET,  London 
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BY  APPOINTMENT  ANTIQUARIES  OF 
CHINESE  WORKS  OF  ART 
TO  H  M.  THE  KING  OF  SWEDEN 

BLUETT  &  SONS 


A  carved  jade  shallow  bowl  of  translucent  pale  green  colour  with  scorched 
brown  markings,  the  centre  base  with  crisply  carved  lotus  plant,  the 
exterior  with  a  continuous  frieze  of  lotus  in  a  stream,  the  whole  raised  on 
five  bracket  feet.  Diameter  6f  inches.  Height  1 1  inches. 

t  T  ADE  is  ranked  by  the  Chinese  as  the  most  precious  of  precious  stones,'  says  Dr.  Bushell  and,  judging  by  the 
•J  uses  to  which  it  has  been  put  throughout  the  ages,  the  amazing  patience  and  skill  with  which  it  is  worked 
and  the  care  given  to  its  preservation,  this  statement  will  be  readily  accepted.  Centuries  before  the  commence- 
ment of  the  Christian  era  the  use  of  jades  was  regarded  by  the  Chinese  as  indispensable  in  all  important  affairs  of 
the  country.  As  symbols  of  the  cosmic  deities  of  heaven,  of  earth  with  its  four  quarters,  of  the  mountains  and 
rivers  and  as  accompaniments  to  their  worship;  for  use  at  audiences  of  the  great  and  formal  interviews;  for 
entertainments  and  dances,  engagements,  burials,  and  as  svmbols  of  authority  to  be  carried  by  emissaries  —  for 
these  and  perhaps  for  many  other  functions  of  a  ceremonial  nature  jades  were  employed  by  the  anc  ient  Chinese 
as  an  essential  ritual  complement. 

Later  as  it  became  customary  to  fashion  a  variety  of  materials  in  figure  forms,  vases  and  other  vessels  with 
decorative  features  embodying  some  kind  of  symbolism  jade  was  found  to  be  an  admirable  medium  for  the  purpose 
until  in  the  eighteenth  century  the  apex  of  artistic  achievement  and  skill  in  craftsmanship  was  reached. 

The  bowl  in  our  illustration  exemplifies  this :  the  boulder  from  which  it  is  carved  is  translucent  white  jade  of 
high  quality,  the  interior  with  a  spray  of  lotus  resting  on  waves,  the  latter  realistically  carved  on  the  underside. 


CERAMIC  WARES  OF  HUNAN  PROVINCE 
The  Collection  of  Dr.  Isaac  Newton  will  be  offered 
for  disposal  in  these  Galleries,  26th  April-I3th  May. 


48  Davies  Street,  Brook  Street,  London,  W.  i 

Telegrams:  Chineceram  Wesdo,  London  Telephone:  MAYFA1R  4018 


WILLIAM  WALTER  (Antiques)  LTD. 

CHANCERY  HOUSE,  CHANCERY  LANE,  LONDON  W.C.2 


Telephone:  Chancery  3248 


Telegrams:  Walter  Silvavults  London 


ANTIQUE  SILVER 


E-,  V 


V  V  * 


Samples  of  Georgian 
Silver  Spoons  and  Forks 


FROM  OUR  LARGE 
COLLECTION  OF  FLATWARE 


An  early  Red  Anchor  CHELSEA  Bowl,  the  exterior 
modelled  in  relief  with  overlapping  cabbage  leaves 
in  green  and  yellow  with  puce  veining,  the  interior 
painted  with  sprays  of  flowers  and  insects  on  a  white 
moulded  ground.  3^  inches  high,  6±  inches  diameter. 
Red  Anchor  mark. 


BEAUCHAMP  GALLERIES 

Member  of  The  British  Antique  Dealers  Association 

8  BEAUCHAMP  PLACE,  LONDON  S.W.3 

Telephone:  Kensington  5716 


A.  FREDERICKS 

(CHELSEA)  LTD 

26^-267  Fulham  Road 
London  SW3 

Flaxman  2  i  88 


Wish  to  Purchase 
Eighteenth  Century  English  Furniture 
for  the  Home  and  Export  Markets 
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Pieds  d'  Alouette 
by 

H.  FANTIN-LATOUR,  1891 

Signed  Fanlin  '91  lower  left 

Canvas:  28J  X  23J  inches  (73  X  59  cm.)  Framed:  36J  X  31£  inches  (94  X  80  cm.) 
Exhibited:  Royal  Academy  1892 
Literature:  Catalogue  de  L'Oeuure  Complet  de  Fantin-Latour  by  Madame  Fantin-Latour  1911,  Number  1442 

M.  NEWMAN  LTD 

Established  1870  Members  of  The  British  Antique  Dealers'  Association  Ltd. 


43a  Duke  Street,  St.  James's,  and  1  /3  Ryder  Street,  London,  S.W.I 

TtUphoru:  WHItehall  6068/9  Ttltgraphic  Address:  NEWPIC,  PICCT,  LONDON 


THE  MASTER  OF  1518       ANTWERP  SCHOOL 
ADORATION  OF  THE  MAGI 
Panel:  32  X  27!  inches 


WILDENSTEIN 

147  NEW  BOND  STREET,  LONDON,  W.i 
NEW  YORK  PARIS  BUENOS  AIRES 


LUMLEY  ltd 


3  BURY  STREET,  ST.  JAMES'S 

LONDON,  S.W.I  WHITEHALL  4732 


A  PAIR  OF  CHARLES  II  SILVER  CANDLESTICKS   LONDON  1684 

Height  7 1  inches 


under  the  patronage 

of  H  M  Queen  Elizabeth 

The  Queen  Mother 

Opening  ceremony 
to  be  performed  by 
H  R  H  The  Princess  Margaret 

7th  to  22nd  June 

open  1 1  am  to  7.30  pm 
except  Sundays 
opening  day  from  5  pm 
admission  5s.  season  Tickets  £1 


2  I  St 


antique 

dealers5 

1961 

fair  & 

• 

exhibition 

Grosvenor  House 

Park  Lane,  London  Wi 
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AN  UNUSUALLY  SMj 
MAHOGANY    BREAKFRONT  . 

height  7  ft.  5  in.,  width  5  ft.  5  in.,  depth  1  ft.  10 


height 


SMALL  HEPPLEWHITE 
SECRETAIRE  BOOKCASE 

r  i  r\      A**r\t-\-i  t  ft-    t  /"•»  X  jjj 


TELEPHONE  HYDE   PARK  0444  ESTABLISHED  1884  TELEGRAMS  BLAIRTIQUE,  PICCY,  LONDON 

Members  of  The  British  Antique  Dealers'  Association  Ltd. 
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AGNEW 


THE  ITALIAN  SCENE 


DRAWINGS  BY 


VANVITELLI 


1653  -  1736 


APRIL  11th  -  MAY  6th 


The  Lake 


Watercolour     j\  X  14 \  inches 


THOS.  AGNEW  &  SONS  LTD. 

43  Old  Bond  Street  and  3  Albemarle  Street 


Telegrams:  RESEMBLE.  LONDON' 


London,  W.i 


Telephones:  HYDE  PARK  9188  and  9189 


Watercolour    u  x  i6|  inches 


Sepia  ink  and  grey  wash    9}  x  14J  inches 


VANVITELLI 


AGNEW  EXHIBITION 


SPECIALISTS  IN 
ENGLISH  and  CONTINENTAL 
PORCELAIN,  FAIENCE,  MAIOLICA  and  POTTERY 

MINIATURES 

FURNITURE 


STRASBOURG  FAIENCE  TUREEN  PAUL  HANNONG  PERIOD,  c.  1750-1755 

I  1 1  inches  long. 


Telephones:  KENsington  5272  &  3793 
Telegrams:  PORCELIQUE  LONDON  SW3 
Cables:  PORCELIQUE  LONDON 


NEWMAN  &  NEWMAN  (antiques)  LTD. 

IN  ASSOCIATION  WITH 

H.  E.  BACKER  LTD. 

156  BROMPTON  ROAD,  LONDON,  S.W.3 


DENYS  WREY 

LIMITED 

45  SLOANE  STREET 
LONDON  S.W.I 

Telephone:  Belgravia  1813/14 
Members  of  The  British  Antique  Dealers  Association 

Period  Furniture 
Works  of  Art 
Expert  Restoration  of  Antiques 


An  elegant  Dutch  circular  centre  table  with  brass 
gallery  and  inlay.  Circa  1800.  Diameter  2  ft.  5  in. 
On  the  table  a  K'ang  Hsi  Famille  Verte  bowl. 


WE  ARE  ALWAYS  ANXIOUS  TO  BUY 
FINE  ENGLISH  ANTIQUE  FURNITURE 
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WALTER  H.  WILLSON  LTD 


George  II 
Old  English  Service  for  12  persons 
1733-1755 


NEW  SILVER  SPOONS  AND  FORKS 
On  application  we  shall  be  pleased  to  send  particulars  of  our 
hand-forged  services  in  traditional  English  patterns 


15  KING  STREET  •  ST.  JAMES'S  •  LONDON  S.W.i 

WHITEHALL  6463  AUR1FABRO  •  PICCY  1  LONDON 

904  North  Michigan  Avenue,  Chicago,  111.,  U.S.A. 
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The  Fair  will  be  open  May  3rd  to  13th,  1961, 
from  1 1  a.m.  to  7.30  p.m.  excluding  Sundays. 
Admission,  including  programme 

Opening  Day  .  ...51- 
Other  days  .  .  .  .  3/6 
Some  forty  leading  Antique  Dealers  will  be 
exhibiting  for  sale  English  and  Continental 
Furniture,  Ceramics,  Glass,  Metalwork,  Silver, 
Paintings,  Maps  and  Prints,  all  made  prior  to 
1830,  also  Bijouterie  and  Carpets,  prior  to 
1851.  Purchases  will  be  removed  from  the 
stands  on  the  day  sold,  enabling  a  further 
selection  to  be  exhibited.  Shipping  agents  will 
be  in  attendance  to  advise  overseas  buyers.  A 
fully  licensed  bar  and  restaurant  will  be  open 
all  day. 


Enquiries  to: 

Antique  Dealers  (Exhibitions  &  Organisers)  Ltd. 
21  George  Street,  St.  Albans,  Herts.  Tel:  56069 


ntiques 


To  be  opened  on  May  3rd  at  2  p.m. 
by  ANNIGONI 


Chelsea  Town  Hall    London    May  3rd -13th 


MANN  &  FLEMING  (ANTIQUES)  LTD. 

Members  of  The  British  Antique  Dealers'  Association  Ltd. 


ANTIQUES 
DECORATIONS 


Rare  inlaid  mahogany 
Pembroke  table 
40  inches 


120B  MOUNT  STREET,  LONDON,  W.l 

GROsvenor  2770 
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JACOB  VAN  RUISDAEL 

Canvas  23f  X  30J  inches.  Signed  with  monogram 

Provenance:  From  the  Collection  of  C.  T.  Tower,  Esq.,  1750,  and 
in  the  possession  of  his  descendants  until  1950. 

Literature:  Smith,  Supplement  1842,  No.  38. 

Hofstede  de  Groot,  Vol.  4,  No.  639. 

INCLUDED  IN  THE  FORTHCOMING  SPRING  EXHIBITION 

APRIL  13th  -  MAY  6th 

OF  THE 

ALFRED  BROD  GALLERY 

36  Sackville  Street       LONDON,  W.l 

Telephone:  Regent  7883 


•  IHfMHliMIIIJtHJlM 


m 


BY  APPOINTMENT  ANTIQUE  DEALERS  TO  THE  I. ATE  QUEEN  MABY 

MALLETT 


MALLETT  &  SON  (ANTIQUES)  LTD.,  40  NEW  BOND  STREET, 
LONDON  W.i.  TELEPHONE  MAYFAIR  4527  AND  6738  9 


Ajine  Adam  half-round  painted  side  table  on  reeded  legs,  the  top 

painted  in  the  manner  of  Angelica  Kauffman. 

Length  46  inches.  Depth  21  inches.  Height  34  inches. 

An  interesting  pair  of  Adam  chairs  painted  white  and  gold  with 

shield  shaped  back  and  gilt  gadroon  carving  on  tapered  legs. 

Height  at  back  38  inches.  Height  of  seat  lyh  inches.  Depth  of  seat 

ig  inches.  Width  24  inches. 

An  oval  Adam  carved  wood  and  gilt  mirror  with  eagle  motif  and 
husks  suspended  from  its  beak. 
Heioht  541  inches.  Width  2g  inches. 
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Egyptian  Goose  and  other  African  Birds 
by 

ROBERT  GRIFFIER  (1688-1750) 
Signed       Canvas  60  X  564  inches 
Collection :  Rt.  Hon.  The  Earl  of  Shrewsbury  and  Waterford 

the  LEGrER  GALLERIES  ltd 

(J.   LEGER   &  SON) 

13    OLD    BOND    STREET,    LONDON,    W.  1 


HYDE    PARK  2679 


We  desire  to  purchase  paintings  and 
water-colours  by  old  and  modern  masters 


ESTABLISHED  1892 


EXHIBITION  OF  OIL  PAINTINGS 

by 

MORETTI 

5th -25th  April 


BIGGINS  GALLERY 

30  OLD  BOND  STREET,  LONDON,  W.l 

Hyde  Park  0795 
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SPECIALISTS  IN  FINE  BOOKCASES 


R.  F.  LOCK 

Member  of  The  British  Antique  Dealers'  Association  Ltd. 

152  BROMPTON  ROAD,  LONDON,  S.W.3 

Telephone:  Kensington  3221 


Fine  Chippendale  mahogany  breakfront  Bookcase  having  4  bookslidcs. 
Original  condition  throughout.  8  feet  wide. 


SEVERAL  BREAKFRONT  BOOKCASES  IN  STOCK 


M.  BLOOM  &  SON 


LTD 


15  \orton  Folgate  Bishopsgate 
London  E.1    Phone:  BIS.  1587 


DEALERS  IN  FINE  ANTIQUE  SILVER 

ESTABLISHED  IN  THE  CITY  FOR  NEARLY  FIFTY  YEARS 


CHABLES  II  TANKARD 

by  ROBERT  COOPER  1 682 

height  6  inches 
weight  39%  ounces 


Montague  Marcussen 


\o.  2 


Works  of  Art 


Ltd. 


A  pair  of  Ch'ien  Lung  cloisonne  animals 
embellished  in  gold,  fine  state.  22  inches  high, 
14  inches  long,  11%  inches  wide 

98  CRAWFORD  STREET,  LONDON,  W.i 

Paddington  3051 


THE  SECOND 

MIDLAND 
ANTIQUES  FAIR 

Patron  The  Right  Honourable  the  Lord  Leigh 


S  Tuesday,  April  25th  to  Saturday,  April  29th 

§  1 1  a.m.  to  9  p.m.  each  day 

h  Admission  3/6  including  Handbook 

^  Official  opening  12  noon 

P.  TUESDAY,  APRIL  25th 

p  All  exhibits  pre- 1860,  Furniture  pre-1830 

2  Every  piece  for  Sale.  Stand  replenished  Daily 

I  CHESFORD  GRANGE,  KENILWORTH 

I  WARWICKSHIRE 
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Villc  d'Avray:  allec  conduisant  a  la  gate  1872  Canvas:  23  \  x  17 J  inches 

J.  B.  C.  COROT  (1796-1875) 
Robaut  No.  2066 

TOOTH 

Established  1842 

j/    BR U TOM  STREET 

LONDON,  W.i 

Grosvenor  6741  Cables:  'INVOCATION,  London' 


ARTHUR  ACKERMANN  &  SON  Ltd 

?  OLD  BOND  STREET.  LONDON.  WX 


Tel:  Hvde  Park  3288 


ESTABLISHED  1783 


FINE  SPORTING 
PAINTINGS 
by 

GEORGE  STLBBS. 
BEN  MARSHALL. 
J.  FERVELEY. 
H.  ALKEN. 
etc. 

On  View 


L'lle  de  la  Cite 
WILLIAM  PARROTT 
1813-1869 

Canvas  size  38*  •  56* 
Inscribed 

W.  Parrott  L'Ancienne  Cite 
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A  rare  silver-gilt  model  of  a  lamb,  by  Leonhard  Ubbach,  Augsburg,  c.  1590 

Actual  size 

An  Example  from  our  Collection  of  Early  Continental  Silver 


Valuations  for  Probate. 
Insurance  and  Division. 


LONDON 

18  Leather  Lane  E.C.I 
Holborn  4633 


I.  FREEMAN  &  SON 

LIMITED 


NEW  YORK 

12  East  52nd  Street 
Plaza  9-6900 


Collections  or  single  items  purchased 


George  III  Tea  Tray,  London  1812,  by 
PAUL  STORR.  Weight  125  ounces. 


Pair  of  George  III  Sauce  Tureens,  by 
»AUL  STORR.  London  1807.  97  ohnc 


ALESSANDRO  ORSI 

ANTIQUES 


VENICE,  COZZI  FACTORY  Circa  1770 
Mark,  an  anchor  in  red      Height:  101  inches 


14    VIA    BAGUTTA,    MILAN  (ITALY) 


JH  BJinjjate  &John$tonlEtcl 

Established  i8ij 

Head  office: 

91-93  CHARTERHOUSE  STREET.  LONDON,  E.C.i 


also  at  :  LIVERPOOL  -  MANCHESTER 
SOUTHAMPTON  -  BELFAST  -  PARIS 
NEWCASTLE  -  GLASGOW  -  TORONTO 
NEW  YORK     -     MONTREAL     -  ETC. 

Packers  -  Shippers  -  Insurers 
Custombrokers        -        Travel  Agents 
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N.  turner,  r.a.  Guildford  n2  X  172  inches  david  cox,  r.w.s.  Llandudno  8  X  11$  inches 


THE  FINE  ART  SOCIETY  LTD 

FORTY-FIRST  EXHIBITION 
EARLY  ENGLISH  WATER-COLOURS 

including  groups  by  J.  M.  W.  Turner,  and  T.  Shotter  Boys 
and  representative  works  by  John  Constable,  W.  Callow, 
David  Cox,  J.  R.  Cozens,  T.  Gainsborough,  Edward  Lear, 
David  Roberts,  M.  A.  Rooker,  J.  Varley  and  many  others 

148   NEW  BOND  STREET,  LONDON,  W.i 

Established  1876  Members  of  The  British  Antique  Dealers'  Association  Ltd.  Telephone:  May  fair  S//6 

Opens  Wednesday,  12th  April 


varley,  r.w.s.  Llanelltyd  Bridge  12$  X  17J  inches  t.  shotter  boys  Dieppe from  the  West  9J  X  13$  inches 


LONDON 

43  Museum  Street 
W.C1 
HOLborn  2712 


S.  J.  SHRUBSOLE 

LTD. 

New  York.  Antique  &  Art  Dealers  Association 


NEW  YORK 

104  East  57th  Street 
New  York  Gty 
Plaza  3-8920' 


ANTIQUE  SILVER 


Attractive  set  of  six  George  III 
Beakers.  By  Rebecca  Emes  and 
Edward  Barnard 
London  1815 


Our  varied  stock  is 
always    of  interest 
to  the  discriminating 
buyer 


London  Showroom  one  minute 
from  the  British  Museum 


CHARLES  WOOLLETT&  SON 


(Members  of  The  B.A.D.A.  Ltd.) 


Bare  and  early  Bow  Vt  bite  Figure  of  KITTY  CLIVE 
as  "The  Fine  Lady"  in  Garrick*s  Farce  Lethe,  13  inches 
high  (dated  example  175U  in  Fitzwilliam  Museum 
Cambridge);  also  illustrated  in  Exhibition  Catalogue 
of  Bow  Porcelain,   British  Museum,  October  1959. 

59  61  WIGMORE  STREET,  LONDON,  W.I 

Established  1889t  Phone:  Wclbeck  8664 


In  the  Estate  of  the  late  R.  H.  Leon 


UltlT. 


i  iron 


and  A.  C.  FROST  &  CO. 

will  sell  by  Auction  on  the  Premises 

THE  IMPORTANT  CONTENTS  OF 
THE  WHITE  HOUSE,  DENHAM,  Bucks 

1 7th  &  18th  Century 
Paintings 
by 

J.G.CUYP 
CORNELIS  HOLSTEYN 
JAN  WEENIX 
B.  VAN  BASSEN 
J.  B.  MONNOYER 
and  others 
Early  English  Furniture 
Religious  carvings 
A  Family  Croup  by  j.  G.  Cuyp 

MAY  9th  &  10th  1961  at  1 1  a.m. 

Illustrated  Catalogue  2  6  On  View  May  5th  &  6th 


KNIGHT,  FRANK  &  RUTLEY 
20  Hanover  Square 
London  W.  I 
Mayfair  3771 


A.  C.  FROST  &  CO. 
Estate  House 
Gerrards  Cross 
Bucks.      Tel.  2277 
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ADRIAEN  VAN  DER  WERFF 


Panel  15J  X  12$  inches 


THE  PULITZER  GALLERY 

5  KENSINGTON  HIGH  STREET,  LONDON,  W.8,  ENGLAND 

TELEPHONE:  WESTERN  2647  CABLES:  PULITZAKT.  LONDON 

XLIII 


®f«  Jltmbn  stti)  of  ^ditucjuislm  c 


the  university  union.  Schweppshires  Oldbrick  defers  to  tradition  but  it 
also  reserves  the  right  to  be  more  so.  Example:  in  the  older  universities  Usual 
Stuff  formed  the  basis  of  education.  General  cultural  amelioration  existed,  in 
fact  it  was  often  said  that  actually  really  that  was  what  one  went  there  for.  People 
were  inclined  to  join  Groups,  originate  film  societies,  or  play  some  form  of 
'cello;  yet  the  thing  never  achieved  higher  than  Outside  Activity  status. 

But  at  Oldbrick,  Outside  is  Inside.  Once  the  student  has  passed  Irresponsions 
and  Tinigo  he  can  take  his  degree  in,  say,  Union  Debating.  Here,  indeed,  we 
actually  see  them  on  the  spot  studying  for  their  D.E.B.S.O.C.  It  is  possible  to 
obtain  an  Artsmastery  in  sitting  in  official  positions  with  poise  and  imperturb- 
ability; a  Baccalaureate  in  being  a  member  of  an  audience  with  informality  and 
indifference;  and  a  Pestmastership  in  making  visiting  notabilities  feel  awkward  and 
out  of  place  by  confining  them  to  one  small  sherry  two  hours  before  speaking 
time,  and  preparing  the  way  for  their  appearance  by  a  flood  of  incomprehensible 
local  references  in  order  to  confuse  them  with  inexplicable  laughter.  A  minor 
Exhibitionism,  worth  £8  a  year,  is  given  (see  inset)  for  the  preparation  of  the 
prepared  impromptu. 

Written  by  Stephen  Potter;  designed  by  George  Him 


SCHWEPPERVESCENCE      LASTS      THE      WHOLE      DRINK  THROUGH 
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THE  CONNOISSEUR 

and  'The  Fair' 


A  special  invitation  to  our  American  readers 

EVERY  year  The  Connoisseur  publishes  an  additional  number  in  connection 
with  the  most  famous  of  all  British  Antique  Dealers'  Fairs  —  that  held  annually 
in  June  at  Grosvenor  House,  Park  Lane,  London. 

This  Special  Number  has  become  the  LARGEST  and  MOST  LAVISHLY 
ILLUSTRATED  issue  published  throughout  the  year  —  containing  nearly  200 
pages  and  including  numerous  colour  plates. 

The  1 96 1  Antique  Dealers'  Fair  Number  will  contain  not  only  a  magnificent  illustrated 
record  of  many  of  the  more  important  pieces  on  view  and  for  sale  at  the  Fair,  but  also 
original  illustrated  articles  on  the  highly  important  Paul  Wallraf  Collection,  some 
unknown  and  hitherto  unrecorded  paintings  by  Guardi  in  a  manor  house  in  Norway, 
the  important  Chatsworth  Toilet  Service  in  the  Francis  Stonor  Collection,  the  Faberge 
collection  of  K.  W.  Woolcombe-Boyce,  Esq.,  modern  English  artists  and  the  British 
Council,  antique  furniture,  silver,  etc.  etc. 

This  important  issue  is  not  included  in  your  normal  subscription  but  you  are 

invited  to  mail  two  dollars,  direct  to  London,  for  a  copy,  which  will  be  mailed  to  you 
from  London  on  publication.  We  much  regret  that  late  orders  may  be  disappointed. 

ORDER  NOW  -  ON  ORDER  FORM  OVERLEAF 


ORDER  FORM 

To:  The  Belgrave  Library,  22  Armoury  Way,  London  swi8,  England. 

Please  forward  ....  copy  of  The  1961  'Fair9  Number  of  The  Connoisseur,  for  which  I  enclose  remittance 
of  Two  Dollars. 

Name  m  _  „  

Address    
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JOHN 
KEIL 

LIMITED 
154 

BROMPTON  ROAD 
LONDON,  S.W.3 

Telephone:  KENsington  64C4 
Cables:  keilantiq 

also  at 

51  Park  Street,  Bristol 


BRITISH  ANTIQUE  DEALERS  ASSOCIATION  9 


MFMBER  OF  THE 

=  An  i  8th  Century  card  table  in  original  condition.  The  satinwood  top  having 

5  fine  colour  and  patination  and  the  painted  decoration  in  perfect  order. 

E  Height  2  ft.  4^  in.,  width  3  ft.  2  in.,  depth  1  ft.  7  in.  = 

^IIIIIIIIIIIIIIIIIIIIIIIIIIIIIIIIMIIIIIIIIIIIIIIIIIIIIIIIIIIIIIIIM 


♦  gt,. 


Fin?  Painting  in  brilliant  colours  by  Antoine  Monnoyer,  1679-1747 

Height  28  inches.  Width  20  inches 

HOWARD 

8  Davies  Street,  London  W.l 


Regency  Furniture  Designs  1803-1826 

John  Harris.  From  contemporary  source  books  £2.2. 

Louis  XVI  Furniture 

Francis  Watson.  204  plates  of  fine  examples  £2.10. 

A  Treatise  on  Japanning  and  Varnishing  1688 
Stalker  &  Parker.  A  complete  reprint  with  preface  by  H.  D. 
Molesworth  £2.2. 

Universal  System  of  Household  Furniture  1 762 

Ince  &  Mayhew.  A  complete  reprint  with  preface  by  Ralph  Edwards 

£2.2. 

English  Decorative  Ironwork  1610-1836 
John  Harris.  154  plates  from  pattern  books  £2.2. 

Works  in  Architecture  of  R.  &  J.  Adam 
Ed.  John  Swarbrick.  £3.3. 

Architectural  Drawings  in  the  RIB  A  Collection 
J.  C.  Palmes.  52  fine  plates.  8vo,  wrapper  5s. 

Arte  Popolare  Italiana  (Italian  Folk  Art) 

P.  Toschi.  Over  600  illus.  (92  in  colour)  £7.15. 

I 

Roman  Imperial  Sculpture 

D.  E.  Strong.  140  plates.  £1.10.  (in  the  press) 

Greek  Island  Embroidery 

Pauline  Johnstone.  88  plates  (4  in  colour)  £1.10.  (in  the  press) 


alec  tiranti 

fine  art  reference  books  since  1895 
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BY  APPOINTMENT  TO  HER  MAJESTY  THE  QUEEN  GOLDSMITHS  &  CROWN  JEWELLERS, 
GARRARD  &  CO.  LTD.,  LONDON 


Antique  Silver 


Waiter,  diameter  14^  inches,  engraved  contemporary  armorials.  Coffee  Pot,  height  9|  inches,  engraved  crest. 

Date:  George  II,  1758.     Maker:  Richard  Rugg.  Date:  George  I  17 19.     Maker:  Petley  Ley  (probably). 


The  Garrard  silver  collection  is  rich  and  varied.  The  Connoisseur,  and  those  who 
have  a  taste  for  fine  craftsmanship,  will  find  a  visit  to  the  company's  Showrooms  most 
rewarding.  Here  you  will  also  see  an  interesting  selection  of  antique  jewellery 
and  clocks. 

GARRARD  &  CO  •  LTD 

Crown  Jewellers 

112  REGENT  STREET  •  LONDON  ■  W  •  1  •  TELEPHONE:   REGENT  3021   (11  LINES) 
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ROLAND.  BROWSE 
&  DELBWCO 

Paintings  by 

LE  SIDANER 

(1362-19391 

Drawings  by 

PUVIS  DE  CHAVANNES 
and  CARRIERE 


19  Cork  Street.  Old  Bond  Street 
LONDON.  W.l 


LE  5 [D AVER 


«7 


NELL  A  LONGARI 

#  ANTIQUES 


DAVID  BLAPh  &  SONS 

1  BlRLI\fcTO\  GARDE \ ^ 
\EH     BO\D     STREET.  W.I 


have  »>q  exhibition,  and  tor  ?ale  oae  ot' 


in  ^reat 

We 


★  We 

African. 


Bro 


of 
_L".  er. 
«f  Art 


to 


We*t 


Worts  of  -Art  m  .^i. 

via.  Figures.  Bu.-?t* 
id  >I»k*. 


"LfWIBLVX  L»»D»>V 


H\DE  PARK.  WjL 


WR.  BERNARD  BLACK 

Teiephune:  rH.iJ MX,  LR  «in 


15  VIA  BIGLI 


MILAN  ITALY 
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Wtitfreti  William*  (Antiques) 

Members  ofThe  British  Antique  Dealers'  Association  Ltd. 


Hubtmgtfburg; 


An  important  set  of  groups  representing  the  Four  Seasons.  Brilliantly 
coloured  and  of  superb  quality  and  condition.  Average  height  5  inches. 

Blue  crowned  interlaced  'CV  marks.  Circa  1765. 


Colour  Transparencies  on  request 

38    SOUTH    STREET,    EASTBOURNE,  SUSSEX 

"elephone:  EASTBOURNE  780  Cables:  ANTIQUITY,  Eastbourne 


MIX 


H  AIM'S 

LTD 
Tel:  MAYfair6300 

31  Brook  Street 
London,  Wi 


PERIOD 
BESSARABIAN  RUG 


Also  large  stock 
Fine  Aubusson  Carpets  and  Rugs 
of  various  sizes 

Specialists  in  Fine  Quality 
PLAIN  WILTON  CARPETS 
pastel  shades 


Grosvenor  Gallery 

15  Davies  Street      London  W.1 

Tel.:  Mayfair  2782     Hyde  Park  3314     Cable  address:  Sevenartz  London 

PAINTING  COLLAGES 

by 

LORRI 


April  13- May  4 


Open  Daily  10.00  -  6.00 
Saturday  9.30-1.00 


THE  CONNOISSEUR,  May,  1961 


Early  Georgian  carved  white  marble  Chimneypiece 
of  fine  quality  and  small  size 

LENGTH  OF  SHELF   4'  1 1 " 

TOTAL  HEIGHT   4'  5" 

OPENING  WIDTH   3'  3" 

OPENING  HEIGHT   3  3" 

|mn|      T.      CROWTHER      &  SON 

I  I  I  I  I  '  (T.  CROWTHER  &  SON.  LTD.) 

I    I'll  282     NORTH     END     ROAD,     FULHAM,     LONDON,  S.W.6 

>v  Telephone:  FULham  1375-7  Cable  Address:  ANTIQUITY,  LONDON 

*Please  note   We  close  every  Saturday  at  I  p.m. 


SYDNEY  L.  MOSS 

tl  DAVIES  STREET,  LONDON*  W.I 


Rne  Old  Chinese  Ceramics  and  Works  of  Art 


HAYfmr4O0 


,  C  TJ2D 


I  hC  Grafton  Street.  W.i 

Telephone:  Hvde  Park  l$9"" 
M    I  "  T"i  lil"  1 1  in  if  Tilk  i    -  OU  Sktpdd  PUre 


Japanese  Prints 


;  A.  Michener.  From  the  Earl>  Masters  to  the  Modem. 

Over  55  colour  &  200  monochrome  plates:  I 20s 


Pageant  of  Japanese  Art 


Ec.z 


ibers  of  the  Tokyo  National  Museum.  Painting 

iinting  ( 14-I9th  century);  Architecture  <Sc 
:  Ceramics  Sc.  Metah*ork;  Textiles  &  Lacquer, 
contains  approx.  10  colour.  40  half-tone  plates 

set  [boxed] 


LUC  V.k.'liIL 


Art  and  Technique  of  Sumi-e 

Japanese  ink  pa  in  tins  by  kay  Morrissey  Thompson  and  L  kai 
Ichiyaan.  12  <  111  in.;  fully  illustrated  in  monochrome 

&  colour:  75s 

Library  of  Japanese  Art 


15  vols.  Each  comments  on  and  illustrates  an  important  figure  in 
Japanese  art  &  contains  20-50  colour  Sc  15-20  monochrome 
plates:  10s  6d  each  paperbound:  Deluxe  edition  21s  each 

0 

Chinese  Snuff  Bottles: 

Adventures  and  Studies  of  a  Collector  by  Lilla  S.  Perry 

10  X  104  nx;  160  plates,  90  in  full  colour;  5  gns 


m  Mark  Paterson  &  Co  Ltd 

n  Beech  Home,  34-6  Beech  Street.  Barbican,  London  ECI 


HE  CONNOISSEUR  Nfar.  fjffc 


Ltl 


H\   VPPI  UNTM]  N  I 
lo  II. M.  queen  ELIZABETH 
nil  QUEEN  MOTHER 

1  INK  ART  DEALERS 


PART  NFRS  : 
OSCAR  K.  JOHNSON 

II.  F.  f.  LBOOATT 

A.  K.  FRANCIS 
P.  \.  B.  JO'INSON 


BV  \PPOINTMKNI 
TO  THE  LATE 
QUEEN  MARY 
1  INF  ART  DEALERS 


San  Giorgio,  Venice 
by 

I  MM  A  CIARD1 

Dated  Venice  1915 
Canvas  2b  ■  40  inches 


LEGGATT  BROTHERS 

ESTABLISHED    I  82o 

30  ST.  JAMES'S   STREET,  LONDON,  S.W.i 

Telephones:  Whitehall  3772  anil  3252  Cables:  I.oooahros,  Picxv,  London 


l  111 
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GALERIE  MOTTE 

GENEVE 

Importante 

VENTE  AUX 
ENCHERES  PUBLIQUES 
TABLEAUX  MODERNES 

le  samedi  29  avril  1961 

a  10  h.,  avec  reprise  a  14  h. 

EXPOSITION: 

GALERIE  MOTTE 

les  25,  26,  27  et  28  avril  1961 
de  9  h.  a  21  h. 

La  vente  aura  lieu  en  presence  de 
M.  JACQUES  DUBOURG 

expert  pres  la  cour  d'appeal  et  le  tribunal 
civil  de  la  Seine,  126,  bd.  Haussmann 
PARIS,  tel.  LAB.  02  46 

CEuvres  exceptionel  les  de: 

BOUDIN  ■  CASSAT  ■  CHAGALL  •  COURBET 
DERAIN  ■  DUFY  ■  FRIES!  ■  VAN  GOGH 
JAWLENSKI  •  KLEE  ■  MENESSTER 
MARQUET  •  MATISSE  •  PICASSO  •  RENOIR 
DE  STAEL  ■  UTRILLO  •  PASCIN 
VALTAT  •  VLAMINCK  •  VUILLARD 

Catalogue  lllustre  envoye  sur  demande 

GALERIE  MOTTE 

Geneve  -  5  passage  des  Lions 
tel.  25  21  51 

Paris  -  22  rue  Bonaparte 
tel.  Med  1377 


RALPH  GOX 


Aphrodite 

Bronze 

Early  17th  Century 
possibly  French 
Overall  height  1 1  inches 


Telephone 
22463 

Exhibiting 
Chelsea 
Spring 
Fair 


I    Antique  Silver 

HARRY 

Sheffield  Plate 

CHERNACK 

j    Antique  Jewellery 

of  Edinburgh 

85  ROSE  STREET     PHONE  CAL  3038 

Member  of  The  British  Antique  Dealers  Association 

LAMPS  &  SHADES 

by 

NITA  MILLER 

63a  Grosvenor  Street 
London  W.I 

MAY  FAIR  0951 


Tiiiiimiiimiiimiiiiiiiiiiiiiiiiiiimiiiiiii  iiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiiimiiii  in 


Regardless  of  size  or  complexity 
you  can  rely  on  P  &  S  to  pack  and 
forward  to  all  parts  of  the  world, 
promptly,  safely  and  economically. 

Pitt  &  Scott 

Limited 

1/3  St.  Paul's  Churchyard,  London 
E.C.4 

Telephone:  City  6474 

Household  removals  to  all  parts  of 
the    world.    Storage  facilities  at 
London,   Liverpool,    Glasgow  and 
Paris. 
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NORRERT  FI^CHMAN 


LiALLERY  Ltd 


W.i 

~::u  ?'ir"t 


fit  zxrvni  -y-ann  z~\      -  :  : 


G.  X.  DAWN  AY 

(Fine  Arts) 
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Bpfnamtai THE RIGHT  HOX.  THE LORD  CfSEtLL  % 

hmpmnam  Sale  ty  Amaim  tf 

ANTIQUE  SILVER  AND  SHEFFIELD  PL\TE  ; 

-•e-rzs  Z  Kiii-  =m  hut  »-»r— t.    -jT    I-einc  Z  * 

it  c        xut  asria     *:ri«  ~  ii-^r  * 

"air  i=Tx:-    •        ■     _           ...    .      :..r:  * 


TffbckM it  T:=g  fe-  .4  M  ■■jii  * 
WEDNESDAY.  Utfa  APRIL 

— ,  ,-— ,r  si  11  o'clock  predscif 

Om  wmm-  Twm  itoji^iiiiwi  mSJk 
OSBORNE  KING  i  JIEGRAN 


14  MOVTGOMER1 


■REFT.  BELFAST 


+ 
I 


* 

♦ 


ks    tvmkifArt     Montague  Marcussen  itd.  nru  » 

9*  CRAWFORD  STREET.  LONDON.  W.i 

A  ■wafTmo*  XIV  Atoms 


THE 


1»- 


/  he  Qiittn  A  loiher 


LTD. 


138  REGENT  STREET,  LONDON,  W.l 

AND  AT  LLANDUDNO 


A  magnificent  and  rare  painted  triptych  ikon,  the  covers  elaborately  carved  in 
silver  and  silver-gilt  with  enamelled  decorations.  The  central  panel  depicts 
St.  George  slaying  the  Dragon  and  this  is  Hanked  by  the  attendant  Saints 
Nicholas  and  John.  Each  panel  is  fully  signed  Faberge  and  the  whole  is  fitted 
in  a  folding  holly  wood  case. 

The  central  silver  panel  measures  7  J  inches  x  6  inches. 


SPRING  EXHIBITION 


OF  FINE 

DUTCH,  FLEMISH   AND  ITALIAN 
OLD   MASTER  PAINTINGS 


MAY  i  -  31 

Daily  10  a.m.— 7  p.m.  Saturdays  10  a.m.— 1  p.m. 
Catalogue  33  illustrations  -  4s.  6d.  post  free 


FRANCESCO  ZURBARAN 
(1598  -  Seville  -  Madrid  -  1662) 

A  PAIR  OF  ANGELS 

Panels:  2o£  X  22^  inches  (52  x  57-1  cm.) 

One  angel,  wearing  a  long  sleeved  red  robe,  clasps  hands  in  grief.  A  flicker  of  warm  shadow 
in  the  silvery  wings  catches  up  the  colour  of  the  robe. 

The  other  is  in  a  green  robe  with  bared  forearms  and  holds  a  white  kerchief.  The  head  is  bent 
forward  and  the  face  is  foreshortened  looking  downward.  Both  have  plain  golden-brown 
backgrounds  above  figure  and  clouds. 


NARD  KOETSER  GALL 

13  Duke  Street,  St.  James's,  London,  S.W.i 

Telephone:  Whitehall  9349 


CASPAR  NETSCHER 
(1639  -  Heidelberg  -  The  Hague  - 

PORTRAIT  OF  A  YOUNG  GIRL 

Canvas:  20  X  16  inches  (>o- S  X  41  cm.) 

Signed  and  dated  1680 


For  further  information,  prices  and  particulars  about  any  of  these  paintings 
Please  enquire  at  the  LEONARD  KOETSER  GALLERY,  13  Duke  Street,  St.  James's,  S.lV.i 


JAN  BRUEGHEL  II 
(1601  -  Antwerp  -  1678) 

WINTER  LANDSCAPE  WITH  A  WALLED  TOWN 

Copper  panel:  9J  X  1  if  inches  (23  5  x  29-5  cm.) 


For  further  information,  prices  and  particulars  about  any  of  these  paintings 
Please  enquire  at  the  LEONARD  KOETSER  GALLERY,  13  Duke  Street,  St.  James's,  S.W.i 


CORNELIS  DE  HEEM 
(1630  -  Utrecht  -  The  Hague  -  1692) 

STILL-LIFE 

on  a  stone  ledge  with  rich  blue  velvet  cloth  fringed  with  gold 
Canvas:  14!  x  11  inches  (37*5  x  27-9  cm.) 
Signed 


LEONARD   KOETSER  GALLERY 

13    Duke    Street,    St.    James's,    London,  S.W.i 


NICOLAS  van  VERENDAEL 
(1640  -  Antwerp  -  1691) 

S  UMMER  FLO  WERS 

Canvas  15  X  11 J  inches  (38- 1  X  29-2  cm.) 

Signed  and  dated  1671 


LEONARD  KOETSER  EXHIBI  TION  [J  Dukt  Street,  St.  Jones's,  S 


AERT  VAN  DER  NEER 
(1603  -  Gorkum  -  Amsterdam  -  1677) 

PEASANTS  SKATIXG  OX  A  FROZEN  RIVER 

Panel  io£  x  14!  inches  (26  x  36-5  cm.) 

Signed  with  monogram 

Provenance:  Collections:  Schollaert,  Louvain,  191 8 
Dr.  J.  Reiner,  Amsterdam 

Sales:  P.  Fouquet,  Amsterdam,  13th  April,  1801,  No.  51 
Amsterdam,  23rd  August,  1850,  No.  20 

D.  van  der  Schrieck,  Louvain,  8th  April,  1861,  No.  62.  1000  francs. 

F.  Muller  &  Co.  (Succ.  Dr.  J.  Reiner,  Amsterdam),  11-13  July,  1950,  No.  804 

Literature:  Hofstede  de  Groot,  Vol.  VII,  page  486,  No.  511 

B 

Exhibited:  Winter  Exhibition,  Delft  Museum  195 1,  No.  390 


at  the  LEONARD  KOETSER  GALLERY,  13  Duke  Street,  St.  James's,  S.W.i 


PHILIPS  WOUVERMAN 
(1619  -  Haarlem  -  1668) 

BY  THE  FORGE 

Copper  panel  13^  X  isf  inches  (33-5  X  40  cm.) 

Signed  with  monogram 

Provenance:  'The  Harrington  Wouverman'  as  it  is  known  from  the  title  of  one  ot  its  former 
owners  is  one  of  the  best  known  of  Philips  Wouvcrman's  works.  A  volume  written 
about  it  under  this  title  comes  from  the  Earl  of  Harrington's  Library  and  will  be 
on  Exhibition 

Collections:  General  Craig,  London,  1812,  Marquess  of  Hertford,  London,  1812,  Earl  of 
Harrington,  London,  181 5,  James  Putnam,  Farrington,  Exeter,  1936 

Literature:  Dr.  Waagen,  Galleries  and  Cabinets  of  Art  in  Great  Britain,  London,  1857. 
Vol.  IV,  page  236 

John  Smith,  Vol.  I,  page  274,  No.  269.  'A  beautiful  landscape' 
Hofstedc  de  Groot,  Vol.  II,  page  302,  No.  163 

The  Harrington  Wouvcrmans.  Privately  printed  for  the  Earl  of  Harrington 
Algernon  Graves,  'A  Century  of  Loan  Exhibitions',  London,  1914,  Vol.  IV 
page  1708 


Exhibition  at  the  LEONARD  KOETSER  GALLERY,  13  Duke  Street,  St.  James's,  S.W.I 


LEONARD  KOETSER  SPRING  EXHIBITION 


lODOCUS  ck  MOMPER  and  JAN  BKUBGHEL  -hi  Yciaapr 
(3564  -  Antwerp  -  1 654  afea  -  Antwerp- 

TTTYXEi?  LANDSCAPE 

Panel  :2Dj  >  34I  inches  (53  >  +if  rm  ) 

Siirned  1 .  Brneirhe. 

lan  Brnechel  5.  signature  on  tin.1-  ■work  mdicates  thai  the  dehniirnil  rronpf  erf  £ur:re.  vert 
contributed  ir\"  htm  to  x\m  n*ruraj  "Winter  Landscapi  rT  1  naririi:-  hi  Mcmoe: 


ANTONIO  JOLI 
(1700  -  Modena  -  Rome  -  1777) 

A  VIEW  IN  ROME  FROM  THE  BANKS  OF  THE  TIBER 
SHEWING  THE  CASTLE  OF  ST.  ANGELO,  ST.  PETER'S  AND  THE  VATICAN 

Canvas  17*  x  29$  inches  (43-8  x  74-6  cm.) 


At  the  LEONARD  KOETSER  GALLERY,  13  Duke  Street,  St.  James's,  S.W.i 
PRICES  ON  APPLICATION 


GASPAR  NETSCHER 
(1639  -  Heidelberg  -  The  Hague  -  1684) 

YOUNG  WOMAN  AT  A  WINDOW 

Canvas  12  J  X  10  inches  (32-4  X  25-4  cm.) 

Signed 

Provenance:  Collection  of  the  late  Professor  W.  E.  Garner,  C.B.E.,  F.R.S. 
At  the  LEONARD  KOETSER  EXHIBITION  13  Duke  Street,  St.  James's,  S.W.i 


LOUISE  MOILLON 

STILL-LIFE  WITH  PEACHES  AND  CRAPES 

Panel  28  X  22J  inches  (71  •  1  X  56-5001.) 

Fully  signed  and  dated  1634 

Collection:  Mrs.  Hughes,  through  her  grandfather,  whose  parent,  Richard  Lccson,  married 
Benjamina  Strahan,  a  descendant  of  Charles  II,  through  George  Scott,  Lord  of  Logic 

Literature:  Walpole  Society  37th  Vol.  of  the  Catalogue  of  King  Charles  I  Collection,  «rcf. 
page  160,  ref.  f.  156,  No.  3 

The  picture  is  in  a  remarkable  state  of  preservation 


Prices  on  application  -  LEONARD  KOETSER  GALLERY,  13  Duke  Street,  St.  James's,  S.W.I 


MASTER  OF  THE  URSULA  LEGEND 
(Flemish  early  15th  Century) 

VIRGIN  AND  CHILD 

Circular  panel  15  inches  (38  cm.) 

Max  Friedlandcr :  Master  of  the  Ursula  Legend 

Collections:  Kleinberger,  Paris.  John  R.  v.d.  Lip,  Boston 


For  further  information,  prices  and  particulars  about  any  of  these  paintings 
Please  enquire  at  the  LEONARD  KOETSER  GALLERY,  13  Duke  Street,  St.  fames' s,  S.W.i 


BARTOLOMEO  di  GIOVANNI 
(16th  Century  Florentine) 

THE  MEETING  OF  JOHN  THE  BAPTIST  AND  THE  CHRIST 

Panel  q\  X  n \  inches  (18-4  X  29-20111.) 

Professor  Longhi ...  'It  is  certainly  a  work  by  the  Florentine  master  Bartolomco  di  Giovanni'. 
The  panel  was  probably  belonging  to  a  larger  predella  dedicated  to  the  stories  of  the  Baptist. 
The  approximate  dating  is' about  1490-1500. 


LEONARD  KOETSER  EXHIBITION,  13  Duke  Street,  Stjames's,  S.W.\ 


PAUL  LARSEN 

Old  Masters  of  Quality 


43  DUKE  STREET,  ST.  JAMES'S 

LONDON  S.W.I  Whitehall  7597 


Jan  van  der  Meer 

1628-1691 

Panel. 
16    z+  inches 


MARTIN  &  Co.  Ltd.  of  CHELTENHAM 

GOLDSMITHS  AND  SILVERSMITHS  SINCE  1806 


1708 

John  Sutton 

Promenade 


1724 

Geo.  Wickes 


1728 
Sarah  Parr 


CHELTENHAM 


1693 

PR  in  Cypher 

Telephone  2821 
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Leaf  of  an  Ivory  Diptych,  showing  the  Crucifixion, 
with  the  Blessed  Virgin  supported  by  the  two  Marys, 
and  SS.  John.  Joseph  of  Arimalhaia  and  Nicodemus. 
beneath  three  trefoil  arches.  French,  loth  Century. 
Actual  size. 


Chinese  porcelain  Cie.  des  Indes 
European  design     Yung  Cheng  ]  722-1 735 
One  of  a  pair 

PAPAZIAN  &  ESKENAZI 

Oriental  Art 

15  VIA  MONTE  NAPOLEONE,  MILAN 


Galerie  Ro/ale  des  Tapis 

V.  BENADAVA 

6,  rue  Royale,  PARIS  -  OPE.  73-63 


Renaissance  Tapestry,  Sixteenth  Century 
Height  3 . 40  metres.  Width  3  85  metres. 

LARGE  CHOICE  OF  ORIENTAL  CARPETS  ANCIENT  AND  MODERN 

AUBUSSON   -  TAPESTRIES  -  CHINESE  TRINKETS 
BUYERS  -   REPARATIONS  -  EXCHANGE 
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ANTIQUE  SILVER 


George  III  Epergne,  by  John  Lloyd.  Dublin.  Circa  1770-80.  Delicately  pierced,  and  resting 
on  four  recurving  scroll  legs,  each  separate  piece  is  edged  with  a  spiral-gadroon.  Eight 
extending  branches  support  four  Sweet-meat  Baskets  and  four  Dishes,  the  Fruit  Basket  is 
pierced  and  curved.  Height  15  inches.  Extreme  length  27£  inches.  Weight  156  ounces. 


Pair  George  III  Soup  Tureens  by  Robert  Breading.  Dublin  1 799.  Simple  and  elegant,  with  ascending  loop-handles,  the  Tureens  and 
Covers  are  ornamented  with  bright-cut  engraving.  Height  13 J  inches.  Extreme  length  19J  inches.  Weight  215  ounces. 


from  the  Collection  of 


LOUIS  WINE  lid 

Fine  Art  Dealers,  Jewellers  and  Silversmiths 

31  &  32  GRAFTON  STREET,  DUBLIN 


Established  1840 


Tel:  Dublin  73865 


SPECIALIST  IN  EUROPEAN  PERIOD  CARPETS 


AUBUSSON 
SAVONNERIE 
NEEDLEPOINT 


Louis  XVI  Savonnerie  with  blue  Roy  medallion, 
yellow  and  green  border,  polychrome  decoration. 
Dimensions:  about  2- 50  by  3- 50  metres. 


CATAN 

129  AVENUE  DES  CHAMPS-ELYSEES 

PARIS 


PHONE  BAL  41-71 


PAINTINGS 

and 

DRAWINGS 

ANCIENT 

and 
MODERN 


Gian  Domenico  TIEPOLO 


GALERIE  ABDY 

8,  Rue  de  DURAS  (facing  the  Palais  de  I'Elysee)  ANJOU 25-99 


GALERIE  INTERNATIONALE 
D'ART  CONTEMPORAIN 

PAINTINGS  AND  SCULPTURES 


PARIS,  ler 

253,  RUE  SAINT-HONORE 
Tel:  Opera  32.29 

BRUXELLES,  1 

44,  BD  DE  WATERLOO 

Tel:  72.09.79 
11.28.67 

ZURICH,  1 

NUSCHELERSTRASSE  31 
Tel:  25  17  48 


Mathieu 

Guiette 

Compard 

Degottex 

Dangelo 

Corbero 

Viola 

A.  Pomodoro 
G.  Pomodoro 


In  the  front  line  of  contemporary  art 
ARTISTS  OF  FAME  AND  PROMISE 
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LXXVI 


Magnificent  17th  century  cabinet  in  ebony  on  richly  carved,  gilded 
wooden  stand.  Interior  in  tortoiseshell  with  chased  silver  ornaments 
and  faceted  mirrors  on  the  double  doors. 

Deposited  at  the  House  of  Nobles  in  Stockholm. 

Height  68  inches,  width  48  inches,  depth  20  inches. 

For  sale  from  Owners  direct: 


H.  FRANCKE  Esq.,  Sibyllegatan  7,  STOCKHOLM  6      Telephone  60  45  09 


Stone,  11  th  Century 


C.  T.  LOO  &  C 

FAR  EASTERN  ART 

48  Rue  de  Courcelles 
PARIS 

41  East  57th  Street 
NEW  YORK 


The  Parisian  Art  Gallery 


Drawing  'Ma  Maison'  by  Suzanne  Valadon 

PAINTINGS  BY  MASTERS 

from  the  impressionists  to  the 
present  time   (non- abstract) 


Fine  Madame  de  la  Tour 

34  rue  de  la  Pompe  TRO  27-19 

PARIS 

and 

Englesqueville-en-Auge  (Calvados)  pres  Deauville 
Tel.  19  a  Canapville 


Antique 
Furniture 


18th  century  old  Aubusson.  Central  motif  pastel  blue  with  flowers, 
side  ground  in  tele  de  negre  brown.  Dimensions  4m. 50  by  4m.70 

ANTIQUE  and  MODERN  CARPETS 
ORIENT-  CHINA -AUBUSSON-SA  VONNERIE 

GALERIE  PERSANE 

132  Bd.  Haussmann,  PARIS  (8) 


Phone:  LABorde  27-39 
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Mel* 


STADTWALDGURTEL  32 


COLOGNE 


lustrated  catalogue  free  on  request) 


J.  v.  STRIJ  (1756-1815)  and  A.  v.  d.  KOOGH  (1796-1831) 


Select  Furniture,  Bronze 
Sculptures  and  Tapestries 

EIGHTEENTH  CENTURY 

CHESNIER  -  DUCHESNE 


&  CORROY 


83  AVENUE  DE  LA  BOURDONNAIS 

PARIS  7° 

Phone:  SOLferino  54-22 


LXXIX 


b  GRECIAN    URNS,   C.  1780 


Beautifully 
sculptured  in  white 
marble,  these 
important  urns 
were  made  in  England 
during  the  classical 
revival  period. 

From  our  extensive 
collection  of  outdoor 
accessories. 


HEIGHT  31",  DIAMETER  24' 


B.  Mank  eim 
Galleries 

409  ROYAL  STREET,  NEW  ORLEANS  12 


RICHARD  LONSD ALE-HANDS 


on 


HELENA 
Painted  1949 
Exhibition  of  paintings 
by  this  distinguished  British  artist 
May  lbth  through  June  2nd  1961 


HIRSC11L  fif.ADLEK 


ralleriesinc. 


40  x  30 


By  Appointment  To  Her  Majesty  The  Queen  Manufacturers  Of  Silver  Polishes,  ].  Goddard  &  Sons,  Ltd. 


GODDARD'S  COPPER  &  BRASS  POLISH 

.  .  .  brilliance  at  a  touch  I 

Uncover  the  hidden  lustre  of  your  fine  copper  and  brass.  The 
Lightest  rubbing  imaginable  does  it  with  Goddard's.  Yet 
Goddard's  is  so  gentle,  it  polishes  to  a  lasting  sheen  with  mini- 
mum abrasion,  reassuring  news  for  your  truly  valuable  pieces. 

J.  Goddard  &  Sons  Ltd.,  Leicester,  England 
U.S.A.  Office :  299  Madison  Avenue,  New  York  17,  N.Y. 


FINE  PAINTINGS  ■  21  East  blth  St.,  N.Y.  21    LE  5-8810 
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LXXX 


GERHARDT  HONTHORST 
1 590-1656 
Canvas  40  x  34  inches 

CENTRAL  PICTURE  GALLERIES 

624  MADISON  AVENUE,  NEW  YORK  22  ELDORADO  5-6564 

LXXXI 


KNOEDLER 

Established  1846 

Old  and  Contemporary  Masters 


LONDON 

34  St.  James's  Street 
S.W.i 


NEW  YORK 

14  East  C7th  Street 

N.Y.22 


PARIS 

2  2  Rue  des  Capucines 


LAING 


Old  Masters 


Krieghoff  and  the  Early  Canadians 
Contemporary  Canadian 

British  and  French  Paintings 
Modern  Sculpture 


Galleries:  194  Bloor  St.  W.,  Toronto 


SMITH  &  WATSON 

20  EAST  55TH  ST.,  NEW  YORK  22        •        PLAZA  3-1462 
(Ellouise  Abbott,  503  Hathaway,  Houston  6,  Texas) 


SHERATON  MAHOGANY  HIGH 
POST  HEADBOARD  with  hexagonal 
posts  inlaid  with  Satinwood  and  Rose- 
wood crossbanding  on  headpanel. 
Copied  from  a  rare  original.  This  bed 
can  be  made  with  four  posts  and  an 
arched  and  molded  canopy  in  any  size. 

BROCHURE  ON  REQUEST 
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NEW  YORK 


THE  MYRON  C.  TAYLOR  COLLECTION 

One  of  the  exhibition  rooms  showing  a  part  of  the  Taylor  Collection  which  sold  for  a  grand  total  of 
$958,250.  In  the  background,  a  glazed  terra  cotta  lunette  by  Andrea  della  Robbia  purchased  by  the 
Metropolitan  Museum  of  Art  for  $40,000;  to  the  left,  Tournai  Gothic  millefleurs  armorial  tapestry 
which  brought  $32,500,  and  was  also  purchased  by  the  Metropolitan  Museum  for  The  Cloisters. 

For  the  Seller  of  Valuable  Art  Property  at  Public  Auction 

unsurpassed  facilities  •  skill  and  knowledge  perfected  through  long  years  of 
experience  •  a  world-wide  clientele  prepared  to  pay  top  market  prices  • 

•  negotiable  commission  rates  • 

CORRESPONDENCE  INVITED  •  MONTHLY  BULLETIN  ON  REQUEST 
Catalogues  may  be  purchased  individually  or  by  subscription 

PARKE-BERNET  GALLERIES  •  Inc      980  Madison  Avenue,  New  York 

Telephone:  TRafalgar  9-8300  •  Cable:  PARKGAL 


Wakefield-Scearce  Galleries 


Old  Science  Hill  Chapel 


Shelbwille.  Kentucky 


DIRECT  IMPORTERS 


A  fine  qualitv  Chippendale  mahoganv 
Chair-baek  Settee.  Circa  1780.  Extreme 
vidth  TO  inches,  extreme  height  38.^ 
inches,  depth  21  inches. 


on  the  main  road  (L  .S.  60)  betireen  Louisrille  and  J^exingU  n 


DUVEEN 

Masterpieces  of 

PAINTING      SCULPTURE  PORCELAIN 


FURNITURE 


GOTHIC 


RENAISSANCE 


TAPESTRIES 


EIGHTEENTH  CENTURY 


DUVEEN  BROTHERS  Inc. 

18  EAST  79  STREET 
NEW  YORK  21,  N.Y. 


THE  CONNOISSEUR,  May.  1961 


LXXXIV 


NEWHOUSE  GALLERIES 

ESTABLISHED  1878 


MAJOR  ROBERT  MacGREGOR 

by 

SIR  HENRY  RAEBURN 
1756-1823 
50  X  40  inches 


FINE  PAINTINGS 

15  East  57th  Street  ,t  «„Mn  New  York,  NY. 

PLAZA  5-4980 


THE  BRITISH  ANTIQUE  DEALERS  ASSOCIATION 


THE  WORLD'S  BIGGEST  BUYERS 


Discerning  buyers  and  sellers  appreciate  the  many  advantages  of  dealing  with 
members.  The  1961  edition  of  the  booklet,  giving  the  names  and  addresses  of 
over  five  hundred  established  dealers  in  antiques  and  works  of  art  who  are 
members  of  the  Association,  will  be  published  shortly.  Copies  price  5  /- 
each  post  free  ($1  in  the  U.S.A.)  will  be  forwarded  on  application  to  the 

Secretary  at 

The  British  Antique  Dealers  Association 

No.  20  RUTLAND  GATE,  LONDON,  S.W.7 

Telephone:  Kensington  4128  and  2102 
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DELOMOSNE  &  SON  LIMITED 


(Members  of  The  British  Antique  Dealers'  Association  Ltd.) 

0in  CnaU*!)  anb  Srttfb  <&las* 


OLD  ENGLISH 

AND 
CONTINENTAL 
CHINA 

FURNITURE 

NEEDLEWORK 


A  set  of  four  18th 
Century  glass  Candle- 
sticks with  facet-cut 
stems,  height  I0£  in. 
Circa  1780. 


4  CAMPDEN  HILL  ROAD,  KENSINGTON,  W.8 


Telephone:  WEStern  1804 


(Two  minutes  from  High  St.  Station) 


Cablegrams:  DELOMOSNE,  LONDON 


Antiques,  Furniture 

and  Works  of  Art 

PACKED  & 

SHIPPED 

to  all  parts  of  the  World 

OVERSEAS  HOUSEHOLD  REMOVALS 

GANDER  &  WHITE  LTD. 

Head  Office: 

25  CHEVAL  PLACE,  BR0MPT0N  ROAD,  LONDON  S.W.7 


Telephone: 

KNIghtsbridge 

0646-8 


'Happy  and  kumfi 

I  shall  be 
Gander  &  White 
him  packee  me' 


Packing 
Warehouse: 

Empress  Place,  Lillie  Road,  S.W.6.    Telephone:  FULham  0309 


No.4 


A  Louis  XVI  white  marble  and  ormolu  clock 
1  j  inches  long,  l  j  inches  high,  7  inches  deep 
Fine  rooms  need  fine  clocks.  A  large  selection  for  your  choice 

Montague  Marcussen 

Works  of  Art  Ltd' 
98  CRAWFORD  STREET,  LONDON,  W.i 

Paddington  3051 


LXXXVI! 


BY  APPOINTMENT 
TO  H.M.  THE  QUEEN 
MEDALLISTS 


SPINK  &  SON  LTD. 


EST.  1772 


BY  APPOINTMENT 
TO  H  R  H    THE  DUKE  OF  EDINBURi 
MEDALLISTS 


Cables:  SPINK.  LONDON 


5,  6,  7  King  Street,  St.  James's,  London,  S.W.I 

Telephone:  WHITEHALL  5275  (5  lim 


panel  in  carved  buff,  red  and 
green  lacquer  showing  sages  at 
attendants  in  the  rocky  landsca 
of  the  Western  Paradise  amoni 
pavilions,  pine  trees  and  bamboi 
The  front  of  the  frame  has  a 
design  of  flowers  and  foliage  ai 
the  sides  have  rectangular  nioti 
Ch'ien  Lung,  A.D.  1736— 1795. 
Frame  size  44  bv  30  inches. 


The  CONTENTS  of  the 
JUNE,  ig6i,  issue  of 
The  Connoisseur 

will  include  the  following  articles  — 

A  highly  important  collection  of  CHINESE  ART — 
mainly  porcelain  and  paintings — has  recently  crossed 
the  Pacific  from  Formosa  for  exhibition  in  the 
United  States.  An  article  on  some  of  the  rare  and,  in 
some  cases,  entirely  unknown  pieces  of  which  the 
exhibition  consists,  has  been  written  exclusively  for 
The  Connoisseur  by  John  A.  Pope.  Mr.  Pope  is 
Assistant  Director  of  the  Smithsonian  Institution, 
Freer  Gallery  of  Art,  Washington,  D.C.,  and  chair- 
man of  the  Catalogue  Committee  and  was  largely 
responsible  for  the  organisation  of  the  exhibition. 
This  very  fully  illustrated  article  will  be  the  first  in 
Europe  to  feature  the  exhibition. 

The  Connoisseur  is  acclaimed  as  the  only  art  maga- 
zine which  gives  regular  and  authoritative  coverage 
to  the  subject  of  ARMS  AND  ARMOUR.  William 
Reid,  of  the  Tower  of  London  Armouries,  will 
describe  some  of  the  important  Scottish  seventeenth- 
century  sporting  guns  and  rifles  which  the  Countess 
of  Seafield  has  loaned  to  the  Tower  Armouries 
until  July  31st  this  year. 

G.  B.  TIEPOLO'S  exquisitely  subdued  grisailles, 
which  frequently  surrounded  his  great  ceilings,  have 
often  received  less  study  for  that  reason.  Ten  of  his 
fresco  grisaille  panels,  painted  originally  for  the 
Palazzo  Barbarigo  in  Venice,  and  now  in  the  apart- 
ment of  a  Milanese  private  collector,  present  a 
unique  opportunity  for  such  study. 

Since  removal  from  WOODCOTE  PARK,  Surrey 
(now  the  headquarters  of  the  Royal  Automobile 
Club)  more  than  thirty  years  ago,  the  fine  'French' 
decorations  and  fittings  of  the  Library  there  have 
been  'lost'.  They  have  now  been  rediscovered  in 
London.  Their  original  conception  is  described  by 
John  Harris,  of  the  Drawings  Collection,  the  Royal 
Institute  of  British  Architects. 

For  the  first  time  since  the  Revolution,  a  London 
gallery  is  to  exhibit  and  offer  for  sale  the  works  of 
MODERN  RUSSIAN  ARTISTS.  The  illustrations 
accompanying  the  article  will  show  the  vitality 
which  their  work  possesses. 

Including,  also,  a  number  of  other  articles,  and  regular 
features  such  as  International  Saleroom,  The 
Connoisseur  in  America,  etc. 
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1  (left).  Faun  and  Nymph,  terracotta  relief  by  Claude  Michel,  called 
Clodion,  inscribed:  CLODION  in  Carare  1773.  Viezzoli  Collection, 
Genoa. 

i  (above).  A  painting  by  P-J.  Sauvage  after  the  relief  by  Clodion, 
now  in  the  Viezzoli  Collection.  Musee  Nissim  de  Camondo,  Paris. 


:a  in  1773  was  destined  for  the  statue  of  St.  Cecilia  and  a 
?lief  of  the  same  Saint's  death  which  he  carved  for  Rouen 
dral  shortly  after  his  return  to  Paris.  Unfortunately  the 
titended  for  the  Abbe  Terray  and  the  vases  mentioned  in 
bsequent  letters  to  Finelli  cannot  be  traced,  though  it  is  to 
>ed  that  the  publication  of  the  documents  may  help  to  bring 
to  light. 

exquisite  and  previously  unrecorded  terracotta  relief  of  a 
and  Nymph,  in  the  Viezzoli  Collection,  Genoa,  may  be 
:o  illustrate  Clodion's  style  at  this  vital  moment  in  his 
.  Measuring  32. 5  x  37  cm.,  it  is  signed  and  dated:  CLO- 
I  in  Carare  1773  (No.  1).  The  subtle  modelling  especially  of 
ckground,  which  suggests  great  depth,  shows  how  well  he 
tie  to  render  wholly  pictorial  effects  in  relief  work.  The  two 
aims  dancing  in  the  foreground  seem  to  derive  from  some 
.ire  by  Duquesnoy  which  Clodion  may  have  seen  in  Rome, 
hey  also  suggest  a  comparison  with  the  most  famous 
cento  sculptures,  on  account  of  the  formal  style  of  model- 
ad  the  sensuous  texture  of  the  flesh  which  is  so  delicately 
ted. 

David  Carritt  has  kindly  drawn  my  attention  to  a  copy  of 
rracotta,  painted  by  Piat-Joseph  Sauvage  and  now  in  the 
Nissim  de  Camondo,  Paris  (No.  2). 9  hi  this  grisaille, 
?e  has  simplified  the  composition  slightly  and  darkened  the 
vs  which  Clodion  treated  with  such  skill.  A  comparison  of 
i  details,  notably  the  still-life  of  fruit  and  the  head  and 
of  the  faun,  reveals  how  far  the  painter  departed  from  the 
lan  atmosphere  of  the  original.  In  fact  this  copy  empha- 
ae  astonishing  brilliance  of  Clodion's  mature  style  which 
ready  formed  by  1773. 

tie  of  four  grisaille  paintings  on  canvas  by  Piat-Joscph  Sauvage  in  this 
(cf.  the  current  catalogue,  Paris,  iy6o,  p.  132)  and  measures  32  x  37-5 
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I  (left).  From  Dingley's  History  from  Marble:  Bowden  House  as  'drawn 

1684'- 


2  (below).  The  house  soon  after  its  completion.  From  a  painting  in  the 
collection  of  Lady  Hollenden. 


3  (facing).  The  Western  portico  with  Ionic  columns,  formerly  the 


entrance. 


main 


wmm 


Bowden  Park,  Wiltshire 

The  Home  of  Mr.  and  Mrs.  W.  Donald  Scott 


TOOKING  out  to  the  west  over  a  wide  expanse  of 
-Ly  heavily-timbered  country,  Bowden  Park  stands  on  the 
ridge  from  which,  with  a  sharp  declivity,  the  hill  falls  to  the 
valley  with  the  Abbey  and  Laycock  village  at  the  foot.  Built  by 
James  Wyatt  in  1796,  three  houses  have  preceded  it  on,  or  very 
near,  the  present  commanding  site.  What  little  is  known  of  these 
earlier  dwellings  may  be  briefly  told,  and  for  the  history  of 
Bowden  we  need  go  no  further  back  than  to  the  time  of  Sir 
Henry  Sharnngton  who,  having  obtained  the  estate  as  part  of 
the  Abbey  lands  of  Laycock,  bequeathed  it  to  Lady  Mildmay, 
his  younger  daughter. 

In  1623  '...Johnson  of  Bowden'  was  'disclaimed'  in  the 
Heralds  Visitation,  and  sometime  earlier  the  family  had  obtained 
a  tenancy  or  lease.  When  Mildmay  Fane,  Earl  of  Westmorland 
sold  his  Wiltshire  property  in  1662,  William  Johnson  and  his  son 
George  acquired  the  freehold.  Early  in  Charles  II's  reign  John 


Ralph  Edwards 


Aubrey  visited  Bowden  when  collecting  material  for  the  history 
of  the  Northern  Division  of  his  native  county.  A  house  pre- 
Reformation  in  origin,  was  then  still  standing  on  the  site 
Bowden,  I  believe',  writes  Aubrey,  'hath  been  a  cell  to  Laycock- 
it  is  of  ancient  and  strong  free-stone  building;  and  a  little  chapell 
yet  remaining  with  the  crucifix  in  the  window  March  6.  1625 
Here  hath  been  a  parke  and  till  about  1660,  the  pales  stood  about 
it  It  is  the  seat  of  my  learned  friend,  George  Johnson  Esq.,  Chan- 
cellor at  Lawe'— subsequently  'a  judge  of  assizes  in  Wales'  and 
Member  of  Parliament  for  Devizes  in  168 i.»  Before  his  death  two 
years  later  Johnson  had  demolished  this  mediaeval  building  and 
replaced  it  by  a  large  square  house  in  the  style  of  Wren  An 
Engraving  in  Dingley's  History  from  Marble*  shows  it  as  'drawn  111 
1684  (No.  1)  with  a  steep-pitched  roof  surmounted  by  a  cupola 
dormers,  rows  of  sash  windows  and  a  central  doorwav  ap- 
proached by  a  flight  of  steps;  the  forecourt  being  enclosed  by 
walls  and  a  screen  with  stone  balusters.  It  is  described  on  the 
drawing  as  'This  Delicate  seat  visible  on  the  Road  of  London  to 
Bath  on  the  top  of  Bowden  Hill  on  the  right  hand  between 
Sandy  Lane  and  Laycock  in  Wiltshire'. 

Johnson's  'pious  consort  and  dear  relict'  Mary  seems  to  have 
sold  the  estate  in  or  before  1720  to  Benjamin  Haskin  Styles,  a 
notorious  speculator  in  the  South  Sea  Company,  who  embarked 
on  an  ambitious  project  for  a  grand  new  Bowden  House,  doubt- 
less in  the  fashionable  Palladian  style,  on  a  site  said  to  be  'some- 
what to  the  north'.  Never  completed,  no  trace  of  it  remains- 
only  the  levelled  ground  for  a  site.  Benjamin  Styles  was  succeeded 
by  his  nephew  Francis  Eyles,  son  and  heir  of  Sir  John  Eyles,  Bart., 

1  See  Brief  Lives,  John  Aubrey,  edit.  Anthony  Powell,  i949:  'His  death  is  an  extra- 
ordinary losse  to  me,  for  that  had  he  lived  to  have  been  Master  of  the  Robes  I  had 
been  one  of  his  Secretarys,  worth  600  li— or  more'. 

2  Printed  from  his  original  MS.  in  The  Antiquaries  Journal,  Vol.  97  p  497 
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4.  The  west  and  south  fronts. 


who  sold  Bowden  in  1751  to  Ezekiel  Dickinson.  His  son  Barnard 
swept  away  Johnson's  imposing  Carolean  mansion,  which  had 
survived  the  abortive  project  of  Styles,  and  employed  Wyatt  to 
build  the  present  house.3 

This  Dickinson  is  a  shadowy  figure.  Yet  he  must  have  been  a 
man  of  discernment  and  taste,  knowing  what  he  wanted  and 
successful  in  obtaining  it  from  an  architect,  richly  gifted  but 
incorrigibly  erratic,  dilatory  and  irresponsible.  For  its  size  (it  is 
not  a  Heveningham,  nor  even  so  large  as  the  neighbouring 
Doddington  Park)  Bowden  must  certainly  rank  high  among  the 
achievements  of  Wyatt's  later  phase.  As  we  shall  see,  in  the  last 
few  years  it  has  been  stripped  of  Victorian  accretions  and  brought 
back  to  its  pristine  original  state;  thus  providing  an  outstanding 
exception  to  the  present  trend  of  wholesale  demolition  and  a 
welcome  contrast  to  the  melancholy  fate  that  has  overtaken  so 
many  fine  country  houses. 

Early  in  Queen  Victoria's  reign  the  estate  was  purchased  by 
John  Nelson  Gladstone,  third  son  of  Sir  John  and  brother  of  the 
Prime  Minister,  who  retired  from  the  navy  with  the  rank  of 
Captain  and  sat  as  Liberal  member  for  Devizes  from  1852-57. 
Captain  Gladstone  not  only  built  the  neo-Gothic  church  of  St. 
Ann  on  the  top  of  the  hill  opposite  the  entrance  gates  (completed 
just  before  his  death  in  1863)  but  considerably  enlarged  the  house. 
He  removed  the  pillared  orangery  at  the  east  end  of  the  south 
front,  using  the  space  for  an  additional  dining  room,  and  provided 
more  bedrooms  and  offices  on  the  north  side.  From  Captain  Glad- 
stone the  estate  descended  to  his  grand-daughters,  and  was  acquired 
from  their  trustees  by  Mr.  and  Mrs.  Donald  Scott  in  1954. 

The  new  owners  were  confronted  by  a  formidable  task.  The 
house  had  not  only  lapsed  into  bad  repair;  it  was  far  too  large  for 
their  needs  and  for  present  domestic  conditions.  They  at  once  set 

3  Wiltshire  Archaeological  and  Natural  History  Magazine,  Vol.  XXXIX,  pp.  112-113. 


about  a  drastic  reduction,  some  replanning  for  convenience  being 
also  involved.  The  structural  alterations4  can  be  briefly  sum- 
marised. On  the  south  the  Victorian  substitution  for  the  orangery 
was  converted  into  pantry,  kitchen  and  sitting  room  for  the  staff, 
with  a  flat  for  their  occupation  above,  while  on  the  opposite  side 
Captain  Gladstone's  additions  were  demolished,  his  kitchen  made 
into  a  garage,  a  new  entrance  to  the  house  provided,  and  a 
passage  leading  into  the  staircase-hall.  When  these  changes  were 
completed,  the  house  externally  had  again  recovered  its  original 

4  The  architect  was  Mr.  Kenneth  Peacock  of  Messrs.  Louis  de  Soissons,  Peacock, 
Hodges  and  Robertson. 


5.  The  oval  hall. 
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appearance  except  tor  the  smith  front.  There  the  Victorian 
rebuilding  had  been  remarkably  congruous,  the  end  bay  beyond 
the  destroyed  orangery  with  its  sunken  arch,  though  altered, 
having  been  wisely  retained. 

Much  the  most  impressive  exterior  feature  is  the  semicircular 
portico  (No.  3  of  the  western  facade,  formerly  the  main  entrance 
of  the  house,  and  shown  in  Plate  i  of  "Richardson's  New 
Vitruvius  Britannicus  ( 1 8 1 9) .  With  its  central  curved  bay,  four 
great  columns  of  the  Ionic  order  and  recessed  saucer-shaped  dome 
this  portico  forms  an  imposing  frontispiece.  On  cither  side  is  a 
large  tripartite  window  with  segmental  tympanum  and  a  panel 
of  foliated  ornament  above;  like  the  volutes  and  flutings  of  the 
capitals  most  crisply  carved.  This  elevation,  framed  in  wide 
pilasters  containing  empty  oval  niches  below,  is  an  admirable 
example  of  Wyatt's  'severe  and  fastidious  style'.  It  has  been 
claimed  that  the  earliest  of  Wyatt's  surviving  drawings,  dated 
1771,  'has  some  affinities  with  Bowden  House'.5  But  the  drawing 
shows  a  larger  and  much  more  ambitious  elevation  and,  save  for 
the  saucer  dome,  the  resemblance  is  not  close. 

But  Bowden's  claim  to  rank  high  among  Wyatt's  works  of 
this  period  must  be  based  on  the  interior.  The  house  within,  as 
it  is  today,  is  an  almost  complete  realisation  of  the  architect's 
intentions,  revealing  his  intuitive  feeling  for  spatial  harmonies: 
a  little  more  or  less  and  the  impeccable  proportions  would  be 
destroyed.  The  ornament,  applied  with  consummate  judgment, 

5  James  Wyatt,  Anthony  Dale,  1956,  p.  21  and  Fig.  1.  The  drawing  is  in  the  Library 
of  the  R.I.B.A.  In  design  the  Bowden  west  front  is  much  closer  to  the  central 
block  of  Heat  on  Hall,  Manchester,  built  by  Wyatt  for  Sir  Thomas  Egerton  in  1772. 

6  &  7.  A  doorway  in  the  oval  hall  gives  access  to  the  inner  hall  and  main 


is  both  virile  and  delicate,  perfect  throughout  in  scale,  and  without 
a  trace  of  the  excessive  elaboration,  that  'filigree'  character  by 
Horace  Walpole  denounced  in  Adam's  later  decorative  schemes. 
All  proclaims  a  single  controlling  and  vigorous  intelligence — 
and  that  at  a  time  when  Wyatt  was  wont  to  exasperate  his  best 
patrons  by  ignoring  their  commissions  while  he  sat  toping  with 
his  friends. 

Moreover  Bowden  is  a  model  of  convenient  logical  planning: 
a  strong  recommendation  where  a  small  staff  is  employed.  Behind 
the  portico,  the  central  block  forms  a  parallelogram,  the  oval  hall 
(No.  5) — the  Coade  Stone  figures  in  the  alcoves  arc  dated  on  the 
pedestals  1796,  and  were  therefore  obtained  on  the  completion  of 
the  house — having  the  two  large  drawing  rooms  to  north  and 
south  with  the  staircase  hall  beyond,  flanked  in  its  turn  by  the 
library,  and  dining  room  (No.  9).  This  hall,  strikingly  demon- 
strates Wyatt's  masterly  handling  of  space  and  judicious  sub- 
ordination of  ornament,  which  is  confined  to  the  friezes  and  the 
charming  pattern  of  the  wrought  iron  panels  in  the  stately  stair- 
case (No.  7),  the  more  effective  for  the  pair  of  plain  rods  separating 
them  on  alternate  treads — an  arrangement  found  in  the  more 
ornate  staircase  at  Heveningham. 

Though  paper  and  paint  had  to  be  stripped  off  to  recover 
original  decoration,  or  to  complete  it  where  missing,  on  the 
whole  the  Victorian  and  later  owners  had  treated  the  interior 
with  discretion  and  a  sympathetic  regard  for  its  character.  A 
proof  of  their  praiseworthy  conservatism  is  the  retention  of  all 
Wyatt's  chimney  pieces — comparatively  simple  but  even  in  the 
bedrooms  remarkable  for  distinction  and  purity  of  style — and 


staircase. 
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(though  this  is  less  laudable,  for  who  could  want  to  destroy  them !) 
of  his  figured  mahogany  doors  throughout  the  house,  superb 
examples  of  fin  de  siecJc  craftsmanship  and  comparable  in  quality 
with  Adam's  doors  at  Osterley  Park.  In  the  south  drawing  room 
(Nos.  8  and  10)  the  bandings  within  the  beads  and  flutes  of  the 
mouldings  on  both  doors  are  of  satinwood — a  rare  refinement, 
but  then  that  room  is  certainly  Wyatt's  decorative  chef  d'oeuvre  at 
Bowden. 

This  room  is  once  again  in  all  essentials,  including  the  colour 
scheme,  as  Wyatt  completed  it  for  Barnard  Dickinson.  Chaste 
and  'fastidious'  in  his  later  or  'Grecian'  style  of  interior  decoration, 
the  motifs  are  most  felicitously  contrasted  and  played  off  against 
each  other  by  subde  variations  of  scale.  The  delicate  gilt  wreaths, 
vases  and  paterae  of  the  frieze  are  relieved  against  a  ground  of 
pale  mushroom  colour  repeated  as  a  background  to  the  classical 
figure  plaques  on  the  wall  panels,  which  are  framed  in  gilt 
mouldings  and  painted  to  harmonise  in  a  lighter  shade.  The 
fluted  oval  surrounded  by  garlands  of  leaves  on  the  ceiling  is 
strongly  reminiscent  of  designs  by  Sir  William  Chambers, 
regarded  by  Wyatt  as  the  last  exponent  of  'regular  architecture' 
in  England.  The  second  drawing  room  has  a  rather  more  elabor- 
ate ceiling*and  very  similar  frieze,  but  lacks  the  panelling  which 
in  the  room  opposite  across  the  hall  is  so  delightfully  enriched  by 
its  plasterwork  reliefs. 

8  (left).  The  south  drawing  room,  the  walls  of  which  are 
decorated  with  classical  reliefs  (see  also  No.  10). 

9  (below).  The  set  of  mahogany  chairs  in  the  dining  room 
corresponds  in  design  with  a  plate  in  Sheraton's  Drawing 
Book. 


12  (left).  A  bookcase  in  the  library,  which  combines  painted  pine 
framework  with  glazed  mahogany  doors  and  cupboards. 


13  (below).  The  central  Wedgwood  plaque,  the  'Marriage  of  Cupid 
and  Psyche',  from  the  dining  room  chimneypiece. 


In  some  ways  the  dining  room  at  Bowden  (No.  9)  is  the  most 
entirely  satisfying  room  in  the  house.  Perfect  craftsmanship  and 
proportions  are  combined  with  a  masculine  dignity  and  reticence 
of  ornament  rare  in  the  later  neo-classic  style  apart  from  its 
distinctive  reinterpretation  by  John  Soane,  already  at  this  date  a 
formidable  competitor  of  Wyatt.  Here  the  decoration  of  the 
frieze  is  on  a  ground  of  deep  blue,  the  note  being  taken  up  in  the 
Wedgwood  medallions  of  the  chimneypiece.  These  accents  of 
colour  provide  a  delightful  contrast  with  the  white  walls.  The 
boat-shaped  brazier  for  charcoal,  of  cast  iron  with  brass  mounts 
of  high  quality,  is  a  very  rare  and  attractive  example  of  chimney 
furniture  in  the  neo-classic  taste. 

The  library,  a  favourite  living-room  in  winter,  retains  its 
original  bookcases,  filling  the  greater  part  of  the  walls.  They  are 
exceptional  in  combining  a  painted  pinewood  framework  with 
glazed  mahogany  doors  and  cupboards  below  (No.  12).  The 
alternate  vase  and  anthemion  motifs  of  the  crisply  cut  friezes,  are 
repeated  on  the  entablature  of  the  entrance  door. 

On  going  upstairs  at  Bowden  one  is  not  in  a  metaphorical 
sense  let  down.  If  in  the  spacious  bedrooms  there  is  less  decoration, 
quality  and  finish  are  fully  maintained.  The  doors  and  chimney- 
pieces  surfer  little  by  comparison  with  those  on  the  ground  floor : 
and  the  room  above  the  oval  hall,  repeating  its  curves  and  look- 
ing out  westward  between  the  columns  of  the  portico,  is 
particularly  enviable. 

The  furniture  and  pictures  removed  from  their  London  house, 
or  lately  acquired  by  Mr.  and  Mrs.  Scott,  contribute  largely  to  the 
total  decorative  effect  of  the  beautiful  interior.  In  the  dining  room 
(No.  9)  the  naively  attractive  portrait  group  by  an  unknown 
painter,  represents  three  daughters  of  Sir  Thomas  Miller  (1709- 
72),  connected  by  marriage  with  the  Gladstone  family,  it  was 
painted  about  1755,  and  was  taken  over  as  a  sort  of  heirloom  with 


the  house.  To  the  right  of  the  fireplace  wall  (bisected  in  the 
illustration)  is  an  excellent  Wootton  of  a  horse  with  owner  and 
groom,  in  colour  and  handling  very  unlike  the  many  dull,  lifeless 
equestrian  pictures  which  are  made  to  pass  under  his  name.  On 
the  first  landing  is  a  large  Italian  river  scene  by  William  Marlow, 
an  artist  still  liable  to  be  underestimated,  partly  because  he  is 
rarely  seen  at  the  top  of  his  form,  as  in  this  luminous,  golden 
canvas. 

In  the  south  drawing  room  (Nos.  8  and  10)  the  furniture  is  of 
satinwood  and  of  about  the  same  date  as  the  house,  its  tone 
according  perfectly  with  the  mural  decoration.  In  the  dining 
room  the  set  of  mahogany  chairs,  which  are  of  exceptional 
quality,  corresponds  exactly  in  design  with  one  shown  on  a  plate 
in  Sheraton's  Draining  Book. 

Space  will  not  suffice  for  an  exploration  of  the  grounds,  where 
the  newly  formed  rose  and  water  gardens  (No.  10)  at  the  east  end 
of  the  house  need  another  year  or  two  to  achieve  perfection,  but 
in  summer  already  produce  a  delightfully  colourful  effect.  Close 
to  the  entrance  gates  is  a  large  and  ambitiously  conceived 
grotto  profusely  ornamented  with  stalactites  and  shells  of  many 
kinds.  Sadly  damaged,  it  is  now  being  rehabilitated,  and  is 
probably  coeval  with  Benjamin  Styles'  uncompleted  house, 
Wyatt  having  done  no  more  than  adapt  the  windows  to  take 
his  Gothic  tracery. 

Wyatt  began  Doddington  Park  for  Christopher  Codrington  in 
1798,  about  two  years  after  finishing  Bowden.  It  was  while 
travelling  in  the  coach  of  this  friend  and  patron  that  the  architect 
met  his  tragic  end.  What  he  had  accomplished  for  Barnard 
Dickinson  may  well  have  persuaded  Codrington  to  employ  him ; 
and  indeed  he  could  scarcely  have  asked  for  a  more  convincing 
proof  of  Wyatt's  powers  than  the  newly  completed  house  within 
a  few  miles  of  his  own  home. 
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THE  MUSEUMS  OF  EUROPE:  2 


The  Kunstgewerbemuseum,  Cologne 


COLOGNE  boasts  no  fewer  than  ten  museums.  Besides  the 
Walraf-Richartz-Museum,  with  its  famous  collection  of 
paintings,  and  the  Stadtmuseum,  there  are  two  museums  of 
ecclesiastical  art  and  others  devoted  to  Roman  art,  modern  art, 
the  Far  East,  the  art  of  primitive  peoples  (The  Rauenstrauch- 
Joest-Muscum),  lacquer  (the  Lackmuseum  Herbig-Haarhaus  run 
by  a  firm  of  paint  manufacturers  in  the  suburbs),  and  European 
applied  arts.  Housed  in  theEigelsteintorburg,  one  of  the  mediaeval 
gateways  to  the  city,  the  Kunstgewerbemuseum,  or  museum  of 
applied  arts,  contains  more  than  five  hundred  objects  which  are 
so  cleverly  displayed  in  its  small  rooms  that  there  is  no  sense  of 
overcrowding.  Indeed,  the  size  of  the  rooms  has  been  turned  to 
advantage  to  give  the  place  a  pleasantly  intimate  gemuilich 
atmosphere. 

The  first  of  the  sequence  of  chronologically  arranged  rooms  is 
devoted  to  the  Middle  Ages  and  contains  some  notable  pieces  of 
wood  sculpture  and  textiles.  A  kneeling  angel  convincingly 
attributed  to  Veit  Stoss  (No.  1)  and  a  Franconian  statue  of  St.  John 
the  Evangelist,  both  carved  in  about  1500,  are  of  outstanding 
interest.  Here  there  is  also  a  fine  mid-fifteenth  century  embroider- 
ed altar  frontal,  originally  in  the  church  of  Ziindorf,  and  a  slightly 
later  Swiss  tapestry  representing  an  amusing  satire  on  the  life  of  a 
housewife.  There  are  many  pieces  of  mediaeval  jewellery,  some 
examples  of  German  gothic  furniture,  arms  and  armour.  Gothic 
ecclesiastical  silver  is  represented  by  a  chalice  from  the  church  of 
Mehlsack  in  East  Prussia,  made  by  one  Mathias  Roder  in  15 16. 
Dating  from  some  decades  earlier  an  exquisite  green  Venetian 
glass  goblet  has  Renaissance  style  decorations  though  its  form  is 
still  gothic  (No.  2). 

Several  of  the  other  pieces  of  Venetian  glass  in  the  collection 
date  from  the  sixteenth  century  and  remind  one  of  those  elegant 
vessels  which  the  banqueters  hold  in  Paolo  Verone's  paintings. 
The  Italian  Renaissance  is  also  represented  by  a  fine  display  of 
maiolica  which  includes  albarelli  from  Faenza  (one  is  dated  1548), 
a  Deruta  pitcher  and  a  Castel  Durante  plate  decorated  with  a 
female  portrait  inscribed:  1546  Faustina  Diva.  As  one  would 
expect,  German  sixteenth-century  stoneware  is  much  in  evidence 
in  this  museum.  There  are  several  good  Cologne  pieces  and  some 
outstanding  examples  of  the  Sieburg  pottery,  notably  a  ewer, 
decorated  with  a  crisply  modelled  frieze  of  deer.  A  large  jug  of 
Hafnerwarc,  thickly  encrusted  with  reliefs  of  Biblical  subjects, 
made  by  Paul  and  Kunz  Preuning  of  Nuremberg  in  about  1550, 
is  a  rare  and  interesting  though  hardly  a  beautiful  object.  Great 
cups  and  beakers  by  the  silversmiths  of  Nuremberg  are  far  easier 
on  the  eye  despite  their  elaborate  decorations.  The  museum  also 
shows  a  pair  of  singularly  handsome  silver-mounted  coconut 
pilgrim  flasks  made  in  Cologne  in  1580.  The  Renaissance  furniture 
includes  a  somewhat  ponderous  cupboard  made  in  Cologne  in 
about  1600  (and  similar  in  style  to  English  Jacobean  furniture),  a 
South  German  cabinet  ingeniously  decorated  with  geometrical 
figures  in  marquetry,  and  a  delicately  carved  French  walnut 


meuble  a  deux  corps.  Among  other  examples  of  French  Renaissance 
art  are  some  Limoges  enamels  (No.  3). 

There  is  a  small  collection  of  Italian  Renaissance  medals,  by 
Matteo  de  Pasti  and  others  and  one  small  German  Renaissance 
bronze,  Lucrctia  by  Konrad  Meit.  Other  statuettes  are  in  the 
mannerist  syle,  by  Giovanni  da  Bologna,  Adriaen  de  Vries  (Nos. 
5  and  6),  Francesco  Segala  and  Wilhelm  Tetrode  called  Guglielmo 
Fiammingo.  Small  pieces  of  baroque  sculpture  include  a  pear-wood 
figure  of  a  man  by  Georg  Petel,  a  miniature  of  Michelangelo's 
Bacchus  in  nut-wood,  attributed  tentatively  to  Balthasar  Permoser, 
and  a  box-wood  group  of  Mars  and  Venus  ascribed  to  Andreas 
Schliiter.  There  is  also  a  pretty  rococo  group  of  Spring  and  Summer 
carved  in  box- wood  by  Ferdinand  Dietz  in  about  1750. 

The  museum  also  possesses  several  minor  masterpieces  of 
rococo  sculpture  in  porcelain:  a  squatting  Meissen  lynx,  two  feet 
high,  made  from  a  model  by  J.  G.  Kirchner  for  the  Japanese 
Palace  in  Dresden,  a  pair  of  exquisite  Meissen  doves  by  J.  J. 
Kaendler,  originally  in  the  collection  of  Clemens  August,  the 
notorious  Archbishop  and  Elector  of  Cologne,  and  some  delicately 
affected  Nymphenburg  figures  by  Bustelli,  besides  numerous 
statuettes  by  less  well-known  masters.  A  small  group  of  Meissen 
wares,  painted  with  chinoiseries,  from  a  service  made  for  Clemens 
August,  and  good  examples  of  the  Ansbach,  Berlin,  Frankenthal, 
Hochst  and  Vienna  factories  are  also  shown.  The  gaiety  of  rococo 
furniture  is  beautifully  represented  by  a  console  table  which  is 
said  to  have  been  designed  by  Francois  de  Cuvillies  (No.  9),  and 
the  elegant  chinoiserie  grille  on  an  otherwise  sober  writing  desk 
(No.  8).  Later  pieces  of  furniture  include  a  chair  made  for  the 
Elector  of  Trier  in  about  1765  and  a  corner-cupboard  dating  from 
early  1780's,  both  by  that  virtuoso  of  marquetry,  David  Roentgen. 

The  last  room  in  the  Eigelsteintorburg  is  devoted  to  Art 
Nouveau — or  Jugendstil  as  it  is  called  in  Germany.  There  is  a 
suite  of  chairs  designed  by  Eugene  Gaillard  in  Paris  in  about  1900, 
upholstered  in  olive  green  and  white  silk  (No.  10).  On  one  of  the 
walls  hangs  a  tapestry  of  swans  floating  down  a  woodland  stream, 
woven  after  a  cartoon  by  Otto  Eckmann  in  1897.  And  there  are 
some  excellent  pieces  of  glass,  by  Emile  Galle  of  Nancy  and  Louis 
Comfort  Tiffany  of  New  York — vases  and  scent  flasks  decorated 
with  waving  elongated  flowers  and  marked  by  that  curious  epicene 
beauty  which  distinguishes  the  style.  More  recent  objects  include  a 
Picasso  plate  and  several  vessels  fashioned  by  contemporary  Ger- 
man 'studio  potters'  and  silversmiths.  In  fact,  the  Kunstgewerbe- 
museum presents  an  unusually  wide  conspectus  of  the  applied  arts 
which  the  visitor  will  find  no  less  agreeable  than  instructive. 

The  Kunstgewerbemuseum,  Eigelsteintorburg,  Cologne,  is 
under  the  direction  of  Dr.  Erich  Kollmann.  It  is  open  every  day 
from  10  to  5  and  on  Tuesday  evenings  from  7  to  10,  except  for 
New  Year's  Day,  Christmas  Eve  (from  12  to  1)  and  Christmas 
Day.  Admission:  20  pf.  on  Sundays  and  holidays,  otherwise  50  pf. 
E.  Kollmann:  Cimelien,  Cologne,  i960  catalogues  all  the  objects 
on  show. 
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THE  KUNSTGEWER  BE  MUSEUM 


1.  Kneeling  Angel,  carved  iime-wood,  32  cm.  high.  Probably  carved  in  Nuremberg  in  about  1500 
ind  attributed  to  Veil  Stoss. 

2.  Goblet  of  Venetian  glass  enamelled  and  gilt,  15-6  cm.  high.  An  outstanding  example  of  late 
fifteenth  century  Venetian  green  glass,  enamelled  with  a  group  of  fashionably  dressed  figures 
representing  the  Triumph  of  I  'runs  and  inscribed:  Asai  diniaiida  chi  servanda  tacc. 

3.  Tazza,  enamel  on  copper,  26  cm.  diameter.  Signed  with  the  initials  P.R.,  for  Pierre  Reymond, 
and  made  at  Limoges  in  about  1560.  The  painting  represents  Solomon  on  horseback  followed  by 
Zadok  the  priest,  with  Nathan,  Bathsheba  and  David  in  the  background. 

4.  Tazza,  silver,  14-5  cm.  high.  An  inscription  records  that  this  was  made  in  1627  by  Georg  Lang  of 
Augsburg  whose  hall-mark  is  also  stamped  on  it.  Several  other  fine  pieces  of  German  baroque 
silver  are  included  in  the  museum. 

5.  The  Athlete,  bronze  statuette,  25  cm.  high.  The  work  of  Adriaen  dc  Vries,  a  pupil  of  Giovanni 
da  Bologna,  and  an  outstanding  mannerist  sculptor. 

6.  Hercules,  gilt-bronze  statuette,  16  cm.  high.  Also  the  work  of  Adriaen  de  Vries. 

7.  Sconce  in  the  form  of  an  eagle,  faience,  40  cm.  high'.  Made  at  the  Potsdam  factory  between 
1698  and  1701  for  a  palace  in  Berlin.  The  form  of  the  crown  reveals  that  it  dates  from  before  1701 
when  Prussia  became  a  kingdom.  It  is  brightly  coloured  in  manganese,  dark  blue,  light  blue  and 
yellow.  Several  other  fine  examples  of  German  and  French  eighteenth-century  faience  are  included 
in  the  museum  collections. 
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8.  Writing  desk  of  mahogany  with  gilt  bronze  grilles,  240  cm. 
high.  Probably  made  in  Brunswick  in  about  1750. 

9.  Console  table  of  carved  and  partly  gilt  lime-wood  with  a 
(modern)  giallo  antico  marble  top,  80  cm.  high.  An  exquisite 
piece  of  rococo  furniture  dating  from  the  1750's  and  probably 
designed  by  Francois  de  Cuvillies,  the  architect  of  the 
Amalienburg  pavilion  at  Nymphenburg,  the  Residcnz  theatre 
in  Munich,  and  the  Falkenlust  hunting  lodge  in  the  park  of 
Briihl,  near  Cologne. 

10.  Chair  of  nut  wood  upholstered  in  olive  green  silk  with 
applique  tulips  in  white.  Designed  by  Eugene  Gaillard,  Paris, 
in  about  1900,  part  of  a  suite  of  furniture  which  forms  one  of 
the  most  notable  exhibits  in  the  Art  Nouveau  room  of  the 
museum. 

All  photographs  ore  reproduced  by  courtesy  of  the  Rheinisches 
Bildarchiv. 
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The  Walpole  Society:  Volume  xxxvii 


FIFTY  years  ago,  in  191 1,  a  group  of  scholars  founded  The  Walpole 
Society  with  the  object  of  collecting  and  publishing  material  relating 
to  the  history  of  art  in  England.  It  was  named  after  Horace  Walpole,  the 
first  great  historian  of  English  art,  and  in  the  course  of  half  a  century  has 
published  several  documents  intimately  associated  with  him — his  own 
notes  on  exhibitions,  his  journal  of  visits  of  country  seats,  and  the  note- 
books of  George  Vertue  on  which  he  based  his  Anecdotes  of  Painting.  The 
latest  volume  published  by  the  society — number  thirty-seven  in  the 
series — is  devoted  to  the  inventory  of  Charles  I's  collection  and  also  has  a 
Walpole  association,  for  he  was  deeply  interested  in  this  great  assembly 
of  works  of  art — the  finest  ever  collected  by  a  single  Englishman — and 
contributed  a  prefatory  advertisement  to  the  first  printed  edition  of  it. 
Its  publication  in  the  year  of  the  Walpole  Society's  jubilee  is  therefore 
most  appropriate. 

Horace  Walpole  remarked  of  the  1757  edition  of  the  inventory,  that 
the  English  was  'barely  intelligible'  in  places,  but  he  'hoped  that  the 
curious  will  prefer  the  rude  original,  in  its  native  truth,  to  a  more 
polished  but  perhaps  unfaithful  narrative'.  In  fact,  this  edition,  which  has 
remained  the  standard  text  until  now,  was  astonishingly  and  sometimes 
shockingly  unfaithful.  But  the  new  version  published  by  the  Walpole 
Society  provides  as  perfect  a  reproduction  as  could  be  desired  of  this 
fascinating  series  of  documents. 

Mr.  Oliver  Millar  has  transcribed  the  four  manuscript  catalogues  of 
works  of  art  in  the  collection  of  Charles  I  with  exemplary  skill  and  care. 
The  texts  are  prefaced  with  a  full  account  of  the  various  manuscripts  and 
a  brief  biography  of  Abraham  Van  der  Doort,  who  was  responsible  for 
drawing  up  the  first  catalogue  which  Mr.  Millar  terms  'perhaps  the 
finest  inventory  of  its  kind  ever  compiled  in  England'.  In  an  appendix 
there  is  a  transcript  of  a  later  inventory  probably  made  after  Van  der 
Doort's  death  in  1640. 

Abraham  Van  der  Doort,  a  modeller  in  wax  of  Dutch  origin,  came  to 
England  in  about  1609  and  by  161 1  attracted  the  patronage  of  Henry, 
Prince  of  Wales.  In  1625  the  newly  crowned  Charles  I  confirmed  his 
appointment,  made  before  his  accession,  as  'Keeper  of  our  Cabbonett 
Roome'.  He  was  also  given  other  offices  including  that  of  Overseer  of  the 
Royal  pictures,  being  instructed  'to  prevent  and  keepe  them  (soe  much  as 
in  him  lycth)  from  being  spoiled  or  defaced,  to  order  marke  and  number 
them,  and  to  keep  a  register  of  them  . . . '.  True  to  his  charge,  he  compiled 
the  full  inventory,  now  in  the  Bodleian  Library,  written  by  a  scribe  but 
copiously  corrected  and  annotated  in  his  own  hand.  Three  fair  copies, 


with  further  variations,  were  made  of  parts  of  this  catalogue  and  arc  now 
in  the  Royal  Library  at  Windsor,  the  British  Museum  and  the  Bodleian 
Library.  Mr.  Millar  has  transcribed  these  manuscripts,  supplied  footnotes 
on  the  many  textual  problems  and  given  cross  references  to  the  works  of 
art  mentioned  in  more  than  one  document.  He  has  also  identified  many 
of  the  pictures  to  which  they  refer  and  added  notes  on  their  present 
whereabouts. 

The  Royal  Collection  still  contains  a  surprisingly  large  number  of  the 
paintings  acquired  by  Charles  I.  But  the  majority  of  the  capital  pieces 
were  dispersed  at  the  time  of  the  Civil  War  and  many  seem  to  have 
vanished  beyond  recall  (some  of  the  paintings  have  been  destroyed 
including  a  'ffat  Naked  Baccus'  which  suffered  from  Queen  Victoria's 
disapproval  in  1897).  The  greatest  of  the  Titians  now  hang  in  the  Louvre 
and  the  Prado.  Of  three  works  by  Rembrandt,  one  is  still  in  the  Royal 
Collection,  one  may  perhaps  be  identified  with  the  Self-Portrait  at 
Liverpool,  and  the  third  is  lost.  It  is  to  be  hoped  that  the  publication  of 
this  inventory  will  bring  to  light  more  of  the  pictures  which  Charles  I 
collected  with  such  discrimination.  The  inventories  also  refer  to  several 
works  of  sculpture,  small  bronzes  for  the  most  part,  by  Giovanni  da 
Bologna,  Duquesnoy  and  Francesco  Fanelli.  And  there  are  some  tantalis- 
ing references  to  pieces  of  silver  by  members  of  the  Van  Vianen  family. 

This  volume  serves  as  a  reminder  that  although  the  Walpole  Society 
is  mainly  concerned  with  the  history  of  art  in  Great  Britain,  its  volumes 
contain  an  enormous  amount  to  interest  students  of  other  European 
schools.  No  student  of  Venetian  Painting  can  afford  to  neglect  the 
articles  on  Canaletto  in  England.  Nor  should  those  who  are  concerned 
with  seventeenth-  and  early  eighteenth-century  painting  and  sculpture 
of  the  Continental  schools  fail  to  consult  the  Vertue  notebooks.  It  is 
therejore  oj  paramount  importance  that  anybody  who  is  seriously  concerned 
with  the  history  oj  European  art,  and  who  is  not  already  a  member,  should  join 
the  Walpole  Society.  At  present  it  has  less  than  400  members.  This  number 
should  be  at  least  doubled.  Those  who  join  receive  a  volume  of  the  invalu- 
able translations  as  they  are  published,  every  other  year,  and  are  enabled 
to  buy  nearly  all  the  earlier  volumes  at  special  rates.  Thcv  will  also  have 
the  satisfaction  of  knowing  that  they  are  helping  to  finance  the  pub- 
lication of  some  outstanding  works  of  scholarship — for  the  trifling  sum 
of  one  guinea  a  year.  Full  details  of  membership  may  be  obtained  from  the 
Treasurer,  J .  L.  Nevinson,  Esq.,  18  Hyde  Park  Place,  London,  W.2;  or  from 
the  Assistant  Treasurer,  Department  oj  Prints  and  Drawings,  British  Museum, 
London,  W.C.i. 
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The  late  Dr.  N.  M.  Penzer 


THE  PLAT 


The  Toilet  Set 

This  consists  of  17  pieces  (No.  10),  apart  from  the  little  unmarked 
eye-bath,  which  may  or  may  not  belong  to  it.  It  is  said  to  have 
been  pu  chased  by  Lionel  Sackville,  7th  Eari  and  ist  Duke  of 
Dorsel  in  i743  at  a  sale  of  the  effects  of  the  Countess  of  North- 
ampton. His  mother,  Lady  Mary  Compton,  first  wife  of  the  6th 
Earl  was  the  daughter  of  James  Compton,  3rd  Earl  of  Northamp- 
ton- so  there  would  seem  to  have  been  a  sentimental  side  to  the 
purchase.  In  the  present  case  it  looks  as  if  the  set,  with  its  added 
pair  of  oval  hair  brushes,  had  been  adapted  for  male  use;  for  all 
these  toilet-sets  appear  to  have  been  made  for  ladies,  being  often 
glven  as  wedding  presents.  Although  the  number  of  pieces  is 
fairly  representative  of  its  date  (1673-4),  it  may  well  be  ^complete 
as  it  appears  today.  There  are  no  clothes  brushes  or  whisks,  no 
comb-case,  pincushion  box,  candlesticks,  or  bell.  The  famous 
Lennoxlov'e  set  (1672-77)  is  also  of  1 7  pieces  French),  while  the 
Victoria  and  Albert  Museum  Calverley  set  (1683)  has  only  13 
pieces  Early  eighteenth-century  sets  became  larger  one  ot  the 
Duke  of  Portland's  sets  (1710-1714)  being  21,  the  Lowther  set 
(1708)  30  pieces  and  the  Lamerie  (Ashmolean)  set  of  1724  has  28 
pieces.  Some  foreign  sets  assumed  enormous  proportions,  chiefly 
because  they  included  luncheon  sets.  Thus  one  at  the  Hermitage 
consisted  of  over  60  pieces  (A.  Foelkersam  Inventmre  de  I  argentene 
des  Palais  ImpMaux,  Vol.  1,  Pi.  48  and  Vol  11,  p.  308  et  seq), 
'while  another  at  the  Schloss  Detmold  (State  of  Lippe)  was  made 
up  to  100  pieces.  .  , 

Turning  to  the  Knole  set,  the  general  design  is  one  of  stippled 
panels,  th?  legs  of  the  large  boxes  being  of  acanthus  leaves  and 
those  of  the  smaller  ones  of  lions'  pads.  The  chief  feature,  however, 
is  the  large  applique  monogram  of  the  Northampton  surmount- 
ed by  a  coronet  within  a  laurel  wreath.  All  are  ona  matted  ground. 
Details  of  the  pieces  are  as  follows: 
Mirror:  height:  2i|  in.  width:  1 3i  m- 
height  of  actual  glass:  i7i  m- 
Two  standing  dishes  on  trumpet-shaped  feet: 
diam:  io|  in.  height:  3  in. 
marked  weight  of  each :  25  •  4  oz. 
Two  large  oblong  boxes  on  four  acanthus  leaf  legs: 
length:  ioi  in.  width:  7§  in.  height:  3  in. 
marked  weights :  5  8  •  4  and  5  8  •  1 8  oz. 
Two  small  oblong  boxes,  similar,  on  lions'  pads: 
length:  s\  in.  width:  3!  in.  height:  2  in. 
marked  weights:  14-9  and  14- 16  oz. 
Two  large  octagonal  boxes,  no  legs : 
diam:  5 1 in-  height:  3  in. 


marked  weights:  23-6  and  23  •  10  oz. 
Two  small  octagonal  boxes,  no  legs :  ^ 
diam:  4  in.  height:  i\  in. 
marked  weights :  113  and  1 1  *  8  oz. 
Two  hexagonal  scent  bottles  with  screw  tops: 
diam:  3?  in.  height:  6\  in. 
marked  weights:  14-6  and  14- 14  oz. 
Two  circular  boxes  with  lids: 

diam:  z\  in.  height:  z\  in.  (unmarked): 
marked  weights :  3  •  10  and  3  ■  1 1  oz. 
Two  oval  gentleman's  hair  brushes  (unmarked) : 

length:  5  in- weight:  2-12  oz. 
The  maker  of  the  set  is  a  goldsmith  who  used  an  intricate 
monogram  which  has  never  been  satisfactorily  read.  There  is  a 
pierced  cup  and  cover  in  the  Victorian  and  Albert  Museum  with 
the  mark  in  perfect  condition.  It  appears  to  consist  of  a  central  L 
with  CG  repeated  each  side.  It  is  surmounted,  not  by  a  star 
( Jackson)  but  by  a  sun  in  splendour.  . 

There  is  also  at  Knole  an  unique  todet  set  (illustrated  in 
Jackson,  History,  pp.  900-1  with  fig.  1 177)  said  to  be  the  work  of  an 
English  silversmith  of  about  the  middle  of  the  eighteenth  century. 
It  is  made  of  some  white  vitreous  substance  decorated  with 
pierced  silver.  Nothing  appears  to  be  known  about  it,  and  its 
provenance  is  uncertain.  It  is  kept  in  the  strong-room  in  its 
original  box  and  was  last  used  by  the  late  Queen  Mary  on  her 
visit  to  Knole. 

The  Andirons 

There  are  five  pairs  of  silver  andirons,  or  fire-dogs  at  Knole,  all 
of  which  are  exhibited  in  the  rooms  open  to  visitors  (the  famous 
pair  of  Henry  VIII- Anne  Boleyn  andirons  in  the  Great  Hall  are 
of  iron,  the  bottom  portions  having  been  burnished  over  the 
course  of  years.  The  top  disks,  or  roundels  are  also  of  iron  and 
the  crests  of  bronze.  Jackson  (History,  p.  882)  was  mistaken  in  his 
statement  that  they  have  silver  mounts).  . 

It  is  generally  assumed  that  silver  andirons  first  made  their 
appearance  at  the  Restoration  with  other  silver  furniture.  This  is 
not  so.  In  a  !550  inventory  of  articles  at  Westminster  Palace 
(Brit.  Mus.  Harl.  1419)  both  andirpns  and  fire-irons  garmshej 
with  silver  parcel-gilt  are  mentioned.  Although  no  fur th 
reference  to  them  is  found  in  Tudor  inventories,  it  would  appear 
that  such  articles  of  luxury  were  well  known  in  Shakespeare  s 

10.  Toilet-set  of  1673-4.  Purchased  by  Lionel  Sackville, 
7th  Earl  and  1st  Duke  of  Dorset,  at  a  sale  of  the  effects  of  the 
Countess  of  Northampton. 
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time,  since  in  Cymbeline,  [1.4.88,  written  c.  1609,  we  read  of 
Imogen's  andirons  as  'two  winking  Cupids  of  silver,  each  on  one 
foot  standing,  nicely  depending  on  their  brands'.  At  Knole  one 
of  the  best  and  most  beautiful  sets  of  Andirons  shows  'two  wink- 
ing  Cupids  of  silver'  (No.  1 1).  They  have  been  fully  described  by 
Jackson  [History,  p.  884).  They  are  25  in.  high  and  can  be  dated  as 
(.  1070.  Another  set,  usually  kept  in  the  James  I  Bedroom, 
consists  of  a  pair  of  iron  andirons  with  two  silver  roundels 
ornamented  with  plain  medallions  screwed  to  the  uprights,  and 
a  matching  pair  of  creepers  with  one  roundel  each  (No.  12).  They 
are  unmarked,  but  may  be  dated  as  c.  1650.  If  this  is  correct,  then 
they  are  perhaps  the  earliest  plate  still  remaining  at  Knole. 
Another  set  (No.  13)  of  andirons  and  creepers  stand  in  the 
Reynolds  Room.  Their  chief  feature  is  a  large  ornamental  vase 
set  on  a  high  base  resting  on  animal-headed  feet.  With  them  can 
be  compared  a  similar  set  at  Windsor,  33  in.  high,  separated  from 
their  iron  bars  and  used  as  sideboard  ornaments.  Their  fmials 
are  formed  of  acanthus  leaves,  possibly  simulating  flames.  They 
are  unmarked,  but  can  be  dated  1660-85  (sec  N-  M.  Penzer,  'The 
Royal  Fire-Dogs',  The  Connoisseur,  June,  1954,  pp.  9-1 1).  Those 
at  Knole,  which  are  c.  1680,  have  flame-like  finials,  as  do  also  the 
accompanying  pair  of  creepers. 

It  remains  to  say  a  word  on  the  difference  between  andirons 
and  creepers.  Briefly,  the  andirons  were  chiefly  for  display,  while 
all  the  work  of  supporting  the  logs  fell  on  the  small  fire-dogs,  or 
creepers. 

Two-handed  Cup  and  Cover 

This  object  (No.  14),  formerly  known  as  a  posset-cup  or  porringer, 
is  of  silver-gilt.  The  body  is  plain  except  for  an  embossed  calyx 
of  alternate  acanthus  and  water-leaves.  The  handles  are  elegant 
foliated  scrolls  with  a  small  terminal  figure  on  the  upper  should- 


ers. The  flat  cover  has  a  circular  central  decoration  of  curving 
acanthus  leaves,  while  smaller  similar  ones  form  the  hollow 
finial  which  rises  from  their  central  point.  Both  cup  and  cover 
are  engraved  with  the  Dorset  arms  impaled,  surmounted  by  an 
Earl's  coronet,  the  whole  within  feather  mantling.  The  maker  is 
05  with  a  small  sprig  or  trefoil  below  (as  in  Jackson,  p.  142). 
The  date  is  1684-5  and  the  weight  17  oz. 

The  Sconces 

There  are  no  less  than  26  sconces  at  Knole,  a  number  not  exceeded, 
to  my  knowledge,  in  public  or  private  ownership;  although  the 
Duke  of  Buccleuch  possesses  20  dating  from  1691 — c.  1735. 

The  rarity  of  silver  sconces  is  due  to  two  reasons:  a  large 
majority  were  made  of  very  thin  silver  and  in  consequence  had 
a  short  life,  and,  with  the  growing  fashion  for  the  more  intimate 
silver  table  candlesticks,  sconces  became  outmoded  and  were 
largely  consigned  to  the  melting  pot.  Their  history  has  been 
adequately  dealt  with  by  Jones  (see  his  'Windsor'  Catalogue).  In 
the  Tudor  period  they  were  known  as  'hanging  candle-stickes', 
'Candleplates'  or  'Candlesticke  plates'.  They  could  be  either  of 
the  socket  or  pricket  variety  and  usually  had  plain  back-plates. 
From  the  time  of  Charles  II  to  that  of  George  I  the  back-plates 
became  elaborately  embossed,  often  bearing  the  arms  of  their 
owner.  From  the  1721  royal  inventory  we  see  that  at  that  time 
195  sconces  still  remained.  By  1832  the  number  had  dwindled  to 
41,  while  today  only  23  remain  in  the  royal  collection.  Of  those 
at  Knole  No.  1 5  shows  one  of  a  superb  set  of  twelve  armorial 
oval  sconces  of  1685.  These  are  described  in  the  Knole  catalogue 
as  'James  II  wall  lights'.  The  arms  are  those  of  the  6th  Earl  of 
Dorset  impaling  those  of  his  wife,  Lady  Mary  Compton.  They 
are  surmounted  by  a  large  coronet  flanked  by  acanthus  leaves 
which  form  the  upper  portion  of  acanthus  volutes  which  extend 
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15-  One  of  a  set  of  twelve  armorial  sconces.  The  arms  are  those  of  the  6th  Earl  of  Dorset  impaling  those  of  his  wife,  Lady  Mary  Compton.  By  S.T  or  T.S 
in  monogram,  1685.  16.  One  of  a  set  of  six  sconces  with  central  monogram  and  coronet  of  the  Dorsets.  Unmarked,  but  of  the  Charles  II  period.  17.  One 
of  a  pair  of  sconces  with  a  central  panel  depicting  a  man  armed  with  a  large  club.  Unmarked,  but  c.  1675. 


either  side  of  the  arms.  Below  is  a  grotesque  mask  from  which 
protrudes  a  single  scroll  bracket  of  acanthus  leaves  supporting  a 
wax-pan  with  a  candle-socket  of  vertical  lanceolate  leaves.  The 
height  is  of  in.  and  width  7  in. 

Of  the  set  of  twelve,  four,  which  are  fully  marked,  are  by 
S.T,  or  T.S,  in  monogram  (as  in  Jackson,  p.  138).  Five  have  the 
maker's  mark  only,  and  the  remaining  three  have  the  maker's 
mark  and  lion  passant.  Four  of  them  weigh  66  oz.  and  the  other 
eight  134  oz.  averaging  about  i6\  oz.  each. 

The  next  set,  consisting  of  six  large  oval  sconces,  14  in.  x  10  in. 
hang  in  the  Colonnade  Room.  They  are  boldly  chased  with 
acanthus  foliage  and  swags  of  fruit  surmounted  by  two  amorini 
supporting  a  basket  of  fruit  and  flowers  (No.  16).  In  the  centre 
are  the  arms,  motto,  and  coronet  of  the  Earls  of  Dorset  applique. 
Each  sconce  has  a  single  acanthus  scroll  bracket  with  wax-pan  and 
candle-socket  (total  weight  212  oz.).  They  are  unmarked,  but  of 
the  Charles  II  period.  There  is  also  a  matching  set  of  six  sconces 
slightly  taller  (14I  x  10  in.)  of  the  same  period  and  type.  They 
weigh  210  oz.  and  are  unmarked. 

Finally  there  is  a  pair  of  large  oval  sconces  (No.  17)  with 
massive  scrolls,  clusters  of  fruit  and  flowers  and  grotesque  masks. 
The  centres  are  embossed  with  the  figure  of  a  man  holding  a  long 
club.  Each  has  a  single  foliated  bracket  with  floral  wax-pan  and 


nozzle.  They  are  17  in.  high  and  13^  in.  wide  (weight  87  oz.). 
Pair  of  Chandeliers 

Silver  chandeliers  are  of  great  rarity,  few  having  survived  to  the 
present  day.  Their  great  weight  on  the  one  hand,  and  the  growing 
popularity  of  table  lighting  on  the  other  doubtless  caused  many 
fine  examples  to  be  consigned  to  the  melting  pot.  As  with  the 
sconces,  they  date  back  to  Tudor  times ;  although  it  is  not  always 
clear  from  contemporary  inventories  if  the  object  in  question  is 
what  we  mean  by  'chandelier'  or  not. 

In  his  Jewels  and  Plate  of  Queen  Elizabeth  I,  A.  J.  Collins 
discusses  this  difficulty.  But  item  772  of  the  1574  inventory  surely 
refers  to  chandeliers  with  the  entry:  'Tenne  hanging  Candle- 
stickes  with  XXX  sockettes  and  Cheines  all  guilt  .  .  .  '.  In  later 
days  they  were  usually  known  as  'branches',  and  five  occur  in  the 
1 72 1  inventory,  the  smallest  being  '6  nozell'  and  the  largest  a 
'16  nozelled  branch'  weighing  1012  oz.  One  of  the  earliest  exam- 
ples known  was  made  in  England  in  1630  for  the  Cathedral  of  the 
Assumption  at  Moscow,  and  was  said  to  weigh  nearly  3,000  lbs., 
but  was  melted  down  during  the  French  invasion — a  very  much 
smaller  one  being  made  later  from  a  portion  of  the  silver.  No 
chandeliers  of  the  Charles  II  period  remain  in  the  Royal  collection, 
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18.  One  of  a  pair  of  eight-light  chandeliers.  Unmarked,  but  possibly  c.  1680. 


but  examples  occur  in  those  of  the  Duke  of  Buccleuch,  the  Duke 
of  Devonshire — and  at  Knole. 

The  Duke  of  Buccleuch's  example  is  of  great  beauty  and 
magnificence,  being  fitted  with  sixteen  scrolled  branches  in  two 
tiers  of  eight,  those  of  the  lower  tier  being  in  the  form  of  mer- 
maids; just  like  the  ones  seen  on  the  frieze  in  the  ballroom  at 
Knole.  (The  weight  of  the  great  Knole  piece  is  2,061  oz.)  In  the 
Colonnade  Room  at  Knole  there  is  a  pair  (No.  18)  of  eight-light 
chandeliers:  unmarked,  but  c.  1680.  They  have  plain  double- 
scrolled  arms  springing  from  sockets  attached  to  the  main  central 
member,  which  has  engraved  female  heads  between  the  sockets. 
Below  is  a  pine  pendant  partially  encased  by  acanthus  leaves, 
while  above  is  a  tall  vase-shaped  section  straddled  by  four 
applied  flat  terms  with  female  faces.  A  large  suspension  ring 
crowns  the  double-tiered  cover  to  the  'vase'. 

In  the  strong-room  at  Knole  is  a  nineteenth-century  copy  of 
the  chandeliers.  They  bear  the  Victoria  and  Albert  Museum 
stamp :  'Science  and  Art  Department  V.R.'.  Among  the  few  other 
extant  examples  there  is  the  splendid  pair  in  the  Kremlin  made  by 
dc  Lamerie  in  1734-5 ;  the  thirtcen-branch  one  at  Hampton  Court 
made  for  William  III  by  George  Garthorne;  the  Queen  Anne 
piece  from  the  Sneyd  heirlooms;  and  lastly  the  pair  made  by 
Behrens,  the  Hanoverian  goldsmith,  for  George  II,  and  now  in  the 


collection  of  Lord  Fairhaven  (see  The  Connoisseur,  January, 
1943,  p.  103). 

Chalice 

This  (No.  19)  appears  to  be  the  only  ecclesiastical  piece  now 
remaining  at  Knole.  It  is  of  silver-gilt,  entirely  plain,  the  body 
being  of  beaker  shape  on  a  round  trumpet-shaped  foot.  The  cover 
with  its  reel-shaped  knop,  forms  a  paten.  It  is  engraved  with  the 
Royal  arms,  crown  and  motto.  It  was  made  in  1684-5  by  OS, 
with  a  small  sprig  or  trefoil,  below  (sec  also  No.  14).  The  weight 
is  25  oz.  10  dwt. 

Pair  of  Standing  Salvers 

As  can  be  seen  (No.  20),  this  pair  of  seventeenth-century  silver- 
gilt  standing  salvers  presents  a  very  fine  example  of  the  engraver's 
art.  The  whole  surface,  except  for  the  plain  border  and  gadrooned 
edge,  is  closely  covered  with  a  mass  of  sinuous  acanthus  foliage. 
Birds,  among  which  the  eagle  will  be  noticed,  arc  intermingled 
in  the  foliage,  while  a  small  circular  medallion  appears  immedi- 
ately above  and  below  the  arms,  which  were  added  after  1800. 
They  are  those  of  Charles  Baron  Whitworth,  so  created  in  1 800, 
subsequently  (18 13)  Earl  Whitworth,  who  in  1801  married 
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20.  Pair  of  5^  in.  diameter  silver-gilt  standing  salvers 
by  Peter  Harache,  1688-9,  with  the  arms  of  Baron 
Whitworth  and  the  two  Sackville  crests  underneath. 


21.  Silver-gilt  II^  in.  high  ewer  with  harp-shaped 
handle,  weight  79  oz.  Maker's  mark  TI  with  two 
escallops,  possibly  for  Thomas  Issod,  1694-5. 


Arabella,  widow  of  John  Frederick  Sackville,  3rd  Duke  of  Dorset. 
The  salvers  rest  on  a  circular  gadrooned  foot  attached  to  a  central 
point  of  a  cinquefoil  cut-card  acanthus  decoration.  The  backs 
are  engraved  with  the  two  Sackville  crests  and  the  monogram 
WESW,  for  William  Edward  Sackville  West  (1830-1905). 

Silver-gilt  Ewer 

As  this  (No.  21)  is  engraved  with  the  arms  of  George  III  it  may 
have  formed  part  of  the  plate  granted  to  John  Frederick,  3rd  Duke 


of  Dorset  when  Ambassador  to  Paris  in  1783,  or  to  Lord 
Whitworth  when  Ambassador  to  the  French  Republic  in  1802. 
The  body  is  divided  into  three  sections  by  two  horizontal 
mouldings,  the  upper  two  being  left  plain,  while  the  lower  one 
has  a  slightly  oblique  decoration  of  alternate  gadrooning  and 
fluting.  The  same  design  is  repeated  on  the  round  concave  base  and 
twice  on  the  cover — round  the  edge  and  as  a  circular  cushion  in 
the  centre  from  which  rises  a  floral  finial.  The  handle  is  harp- 
shaped  with  terminal  volutes.  The  spout  is  small,  the  under  part 
being  both  fluted  and  gadrooned. 


184 


Contemporary  Painting  and 
Sculpture  for  Leicestershire  Schools 


Alec  Clifton-Taylor 


THE  Arts  Council  exhibition  with  the  above  title  originally 
opened  at  Cambridge  in  January  of  last  year.  Since  then  it 
has  been  seen  in  London,  in  Cardiff,  and  in  twelve  other  towns  in 
England.  This  month  (April  1-22)  it  is  at  the  City  Library  and 
Art  Gallery,  Hereford ;  it  will  be  at  Aberdeen  Art  Gallery,  April 
29 — May  20,  and  at  the  Laing  Art  Gallery,  Newcastle  upon  Tyne, 
May  27 — June  17.  Yet  it  represents  one  part  only  of  a  collection 
which  an  enlightened  Education  Authority  has  been  quietly 
building  up  over  the  past  thirteen  years.  It  may  be  regarded  as  an 
expression  of  faith  in  the  value  of  enabling  children  to  grow  up 
in  the  company  of  living  art,  in  contrast  to  the  old,  dead  repro- 
ductions; it  is  also  a  shining  example  of  what  may  be  termed  the 
new  patronage,  a  factor  of  considerable  importance  to  the  con- 
temporary artist. 

Throughout  this  period  it  has  fallen  to  the  present  writer  to 
carry  the  responsibility,  and  also  to  enjoy  the  privilege,  of  making 
most  of  the  purchases.  Some  of  these  are  acquired  by  individual 
schools  and  become  their  own  property.  Others,  and  among  them 
most  of  the  more  'important'  works,  go  into  what  is  known  as  the 
County  Collection.  This,  which  is  now  large  enough  to  be  sub- 
divided into  several  parts,  is  lent  out  to  the  schools  usually  for  a 
year  at  a  time.  Since  the  Leicestershire  Authority  has  nearly  300 
schools  to  look  after,  most  of  them  in  places  where  the  children 
would  normally  have  no  chance  whatever  of  seeing  original 
works  of  art,  the  possible  importance,  for  some  children  at  least, 
of  these  first  contacts  with  originals  and  the  stimulus  to  creative 
work  which  they  may  offer,  can  hardly  be  over-estimated. 

My  wanderings  in  search  of  suitable  works  sometimes  lead  me 
to  the  artists  direct,  but  the  majority  are  acquired  from  the  various 
London  art  galleries.  The  current  exhibition  only  embraces 
pictures  and  sculptures,  but  we  also  buy  many  other  kinds  of  art: 
pottery,  for  example,  including  figures,  and  tile  mosaics;  needle- 
work pictures,  applique  work  and  dyed  linen  hangings;  stained 
glass;  mobiles;  imaginative  constructions  in  brass  wire  and 
galvanised  steel — anything,  in  fact,  that  helps  the  fancy  to  take 
flight.  Practically  everything  that  is  bought  is  by  contemporary 
British  artists.  That,  it  need  hardly  be  said,  presupposes  a  certain 
number  of  mistakes.  If  one  is  buying  contemporary  work,  I  think 
that,  however  circumspect  one  is,  a  few  boss-shots  are  inevitable. 
That  particularly  applies  if  one  backs  one's  own  judgment 
without  waiting  for  the  world,  or  even  for  the  critics,  to  point 
the  way. 

The  Arts  Council,  understandably  perhaps,  have  chosen  for 
their  travelling  exhibition  works  which  mostly  bear  rather  well- 
known  names,  even  though  they  may  be  somewhat  unfamiliar 
examples  of  the  artist's  output,  like  the  noble  Girl  at  a  Table  by 
William  Scott,  probably  the  most  important  example  of  this 
painter's  early  period,  which  was  bought  for  Leicestershire  on  the 


Henry  Moore.  Leaf  Figure  (bronze),  19  in. 
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William  Scott.  Girl  at  a  Table, 
z6  /  32  in. 


strength  of  a  special  grant  made  in  celebration  of  the  Coronation. 
But  for  every  one  work  acquired  by  an  artist  of  established 
reputation,  I  purchase  at  least  two  by  those  who  still  have  their 
names  to  make.  I  am,  I  should  like  to  add,  devoted  to  some  of 
these  things  by  artists  at  present  unknown.  And  indeed  I  believe 
that  the  exhibition,  as  a  collection  assembled  to  give  visual 
stimulus  and  pleasure,  might  even  have  been  imoroved  by  leaving 
out  a  certain  number  of  the  pictures  by  known  artists  and  by 
substituting  an  equivalent  number  of  unknowns.  Some  British 
unknowns,  or  not-yet-knowns,  I  consider  very  good  indeed,  and 
it  is  always  a  pleasure  to  buy  the  work  of  a  young  artist  in  whom 
one  believes.  We  cannot  pay  much  for  these,  but  it  may  happen 
that  it  is  their  first  sale:  on  quite  a  number  of  occasions  we  have 
bought  from  artists  while  they  were  still  students.  A  sale  at  this 
stage,  especially  to  a  school,  where  the  work  will  be  seen  by  many 
different  people,  may  be  a  great  source  of  encouragement  to  an 
artist,  just  at  the  moment  when  he  most  needs  it.  From  Bryan 
Kneale,  for  example,  represented  in  the  present  exhibition  by  his 
splendid  study,  Blind  Man,  we  bought  several  pictures  at  a  time 
when  his  reputation  still  lay  entirely  in  the  future.  From  Donald 
Hamilton  Fraser  we  made  a  modest  purchase  when  his  name  was 
certainly  quite  unknown  in  Bruton  Street. 

One  endeavours  to  keep  an  open  mind  and  to  include  works 
which,  though  they  may  not  be  quite  to  one's  own  taste,  one 
believes  to  be  good.  But  here  are  a  few  guiding  principles  (if  that 
is  not  too  grand  a  word)  which  through  the  years  I  have  found  of 
value.  I  am  not  interested  in  pictures  which  are  just  literal,  or 
nearly  literal,  transcripts  from  nature.  This  is  an  indispensable 
starting  point,  but  nowadays,  with  all  the  resources  of  photo- 
graphy available  for  accurate  reproduction,  nature  pure  and 
simple  is  surely  not  enough.  Let,  say,  a  David  Jones  or  an  Alan 
Reynolds  present  us  wkh  their  own  vision,  as  the  former  has  done 


in  Out  Tide  and  the  latter  in  Autumn  Movement,  and  the  experi- 
ence of  all  of  us  may  be  enriched.  As  one  child  recently  expressed 
it:  'I  don't  like  a  picture  to  be  too  obvious.  It  is  sometimes  nice  to 
have  to  work  it  out'. 

In  exaniining  many  works  of  art  (and  no  doubt  this  is  true  of 
cvciy  age)  one  feels  that  the  artist  knows  how  to  express  himself 
very  competently,  yet  has  nothing  worth  saying.  Technique,  in 
fact,  has  outrun  inspiration.  Good  technique  is,  needless  to  say,  an 
invaluable  asset  to  an  artist,  and  the  Leicestershire  collection 
includes  works  of  the  highest  technical  accomplishment:  such  arc 
Georg  Ehrlich's  beautifully  realised  bronze  bust  of  Benjamin 
Britten,  and  Tristram  Hillier's  more  idiosyncratic  The  Breakwater, 
in  which  a  remarkable  technical  apparatus  has  enabled  the  painter 
to  achieve  an  intensification  of  reality  that  is  strangely  compelling. 
But  when  technique  has  become  the  master  instead  of  remaining 
the  servant,  there  is  nothing  of  interest  for  us.  Indeed,  we  prefer 
pictures  in  which  the  artist  has  something  to  say  but  docs  not  fully 
command  the  means  of  expressing  it:  occasionally  I  will  stretch  a 
point  and  buy  a  painting  of  that  sort. 

One  docs  not  forget,  of  course,  that  this  is  a  collection  acquired 
for  schoolchildren.  This  does  not  mean  that  one  should  conscious- 
ly play  down  to  them.  That,  I  feel  certain,  would  be  a  mistake. 
But  one  does  try  to  avoid  works  which  are  needlessly  obscure  or 
which  require  long  verbal  interpretations.  Complicated  symbol- 
ism is  clearly  unsuitable.  Even  such  a  painting  as  John  Tunnard's 
Trio  might  worry  some  children,  whom  one  can  hear  ask  'What 
is  it  supposed  to  be?'  But  such  a  question  would  be  much  less 
likely  to  come  from  those  children  to  whom  the  act  of  looking  at 
contemporary  pictures  had  become  familiar;  for  they  would 
already  be  'on  the  right  wave  length',  as  it  were,  and  much  better 
able,  therefore,  to  relish  the  opportunity  for  an  imaginative  flight 
such  as  this  painting  offers. 
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Nevertheless,  I  do  not  wish  to  conceal  the  fact  that  the  presen 
vogue  for  abstract  art  has  presented  me  personal  y  with  the  most 
difficult  challenge  which  I  have  had  to  meet  in  the  thirteen  years 
that  I  have  been  doing  this  work  for  Leicestershire.  The  coUecuon 
includes  a  number  of  abstract  and  semi-abstract  works  of  which 
^outstanding  example,  admirable  in  its  dynamic  and  thrusting 
vual  y,  is  Henry  Moore's  Leaf  Figure.  But,  as  1  have  tried  to  make 
clear,  the  artists  in  whom  I  have  faith  are  those  who  have  son  - 
thing  of  their  own  to  communicate,  something  which  they  really 
feel  a  strong  urge  to  express  in  paint,  or  stone,  or  clay  or  what- 
ever it  may  be  Unfortunately,  however  there  are  also  a  good 
many  would-be  artists  floating  around  who,  having  nothing  of 
hei/own  to  express,  just  jump  on  the  fashionable  band-wag-  o 
the  moment.  At  present  the  internationally  fashionable  mode  is 
tachism,  or  abstract  impressionism.  I  find  it  difficult  to sponsor 
this  It  may  be  that  masterpieces  are  being  burgeoned  forth  which 
are  far  beyond  my  comprehension;  but  I  cannot  suppress  a  doubt 
whether  any  mode  of  painting  in  the  present  century  has  afforded 
more  openings  for  incompetents  and  charlatans.  I  am  old- 
fashioned  enough,  perhaps,  to  believe  that  most  completed  ab- 
stract art,  renouncing  altogether  the  human  reference  and  al  that 
this  signifies,  may  turn  out  in  the  course  of  time  to  be  a  colossal 
bore.  For  many  young  artists  an  abstract  phase  provides,  no 
doubt,  a  valuable  and  perhaps  even  a  necessary  discipline :  but  is  it, 
for  many,  more  than  the  scales  and  exercises  of  the  job?  The 
history  of  art,  through  several  millenia,  does  ^^PP0"^^ 
that  completely  abstract  paintings  have  much  likelihood  of  satis- 
fying the  generations  to  come.  And,  although  sixteen-  and 
seventeen-year-olds  sometimes  show  an  interest  in  it,  abstract  art 
would  appear  to  be  seldom  liked  by  children  younger  than  six- 
teen. Such  works,  therefore,  should  be  chosen,  I  fee    with  parti- 
cular care  and  should  not  form  more  than  a  small  part  ot  the 
total  collection. 

The  monetary  value  of  such  a  collection  as  Leicestershire  has 
formed  is  probably  already  considerably  more  than  has  been 
expended  on  it.  But  that  is  only  one  aspect  of  the  term  value  ,  and 
certainly  not  the  most  important.  In  an  introductory  note  to  the 
catalogue  of  the  Arts  Council  Exhibition,  Mr.  Stewart  C.  Mason, 
Leicestershire's  enterprising  Director  of  Education,  observes  that 
'where  works  of  art  combine  with  good  architecture  and  care- 
fully chosen  colour  schemes,  their  effect  on  the  tone  and  discipline 
of  the  school  alone  makes  them  an  economic  proposition.  The 
bearing  of  the  children  noticeably  improves  their  pride  in  the 
school  and  their  care  of  it  are  enhanced,  and  even  standards  in 
dress  perceptibly  rise'. 

And  over  and  above  all  these  admirable  influences,  there  is  the 
sheer  ioy  which  some  will  have  from  the  act  of  looking.  To  me, 
what  matters  most  about  any  art  is  that  it  should  be  enjoyed,  a 
demand  which  may  seem  very  simple  and  obvious  yet  which 
seems  all  too  liable  nowadays  to  be  overlooked.  If  our  Leicester- 
shire collection  does  not  give  enjoyment,  and  convey  the  suggest- 
ion that  people  who  leave  art  out  of  their  lives  are  losing  something 
rich  and  vital,  I  would  say  that  it  does  not  fulfil  its  prime  purpose. 
Not  that  I  am  so  starry-eyed  as  to  suppose  that  everyone  is  going  to 
relish  everything  I  buy :  that  would  be  not  only  too  much  to  hope 
for  but  probably  not  even  desirable.  I  believe,  however,  that  it  can 
be  said  that  those  who  know  the  Leicestershire  collection  best  do 
regard  it  with  a  sense  of  well-being,  with  a  sense  of  having  had 
some  windows  opened  upon  a  world  of  delight.  My  own  feelings 
are  one  of  continual  gratitude,  not  only  to  Leicestershire  lor 
having  entrusted  me  for  so  long  with  this  most  responsible  and 
fascinating  task,  but  also  to  the  artists  for  having  opened  so  many 
windows. 


Alan  Reynolds.  Autumn  Movement  (1953).  29  in 


Bryan  Kneale.  Blind  Man,  36  X  40  in. 
Tristram  Hillier.  The  Breakwater,  n|  x  I9i  in- 
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More  Paintings  a 
British  Museum 

ON  27th  November,  1838,  there  appeared  in  The  Times  the 
first  of  two  parts  of  a  lengthy  and  detailed  description  of 
what  its  anonymous  contributor1  declared  to  be  'probably  the 
largest  collection  of  portraits  in  the  kingdom'.  This  was,  in  fact, 
an  elaborated  version  of  the  official  list  of  118  portraits  'suspended 
on  the  walls  of  the  Mineral  Gallery2  of  the  British  Museum', 
compiled  by  [SirJ  Henry  Ellis  (Principal  Librarian,  1827-56)  and 
issued  earlier  in  the  same  year.  The  bare  third  of  this  impressive 
display  remaining  at  Bloomsbury  today  is  largely  devoted  to 
subjects  of  family  interest  to  the  Museum,3  and  of  rhese  one  is  of 
unique  interest  in  that  it  is  the  only  picture  known  to  have  been 
expressly  'painted  for  the  Trustees'.  This  is  the  full-length  por- 
trait (No.  1)  of  King  George  II  in  Coronation  robes,  by  John 
Shackleton. 

Principal  Painter  in  Ordinary  to  both  George  II  and  George 
III,  from  his  appointment  on  7th  March,  1749,  to  his  death  on 
14th  March,  1767,  John  Shackleton  has  been  more  roughly 
handled  by  art-historians  than  is  justified.  That  Shackleton  was  a 
great  artist  is  not  suggested,  but  that — at  his  best — he  was  a  skilled 
painter,  capable  of  producing  dignified,  even  impressive  por- 
traits, must  in  fairness  be  allowed.  Moreover,  on  the  accuracy  of 
his  portraiture  even  his  harshest  critics  appear  to  be  agreed.  The 
work  he  executed  for  the  British  Museum  is  one  of  the  best  of 
several  known  versions  of  his  'official'  portrait  of  'the  little 
captain',  wherein  the  monarch's  good  points  are  judiciously 
emphasized  and  the  small,  stiffly-held  figure  invested  with  a 
dignity  befitting  his  exalted  station. 

A  puzzling  assertion  by  the  afore-mentioned  writer  in  The 
Times  that  this  picture  'was  painted  for  the  Mercers'  Company' 
is  clearly  inaccurate.4  George  Smeeton,5  who  published  his  own 
list  of  the  British  Museum  portraits,  based  on  The  Times  articles, 
roundly  declares  that  the  picture  was  'painted  for  the  Trustees  [of 
the  British  Museum]  by  Shakelton  \sic]  and  esteemed  a  likeness'. 

The  portrait  was  doubtless  commissioned  by  the  Trustees  in 
token  of  their  gratitude  for  His  Majesty's  munificent  grant  of  the 
Royal  Library  in  1757.  No  documentary  evidence  of  the  actual 
commencement  of  this  picture  appears  to  have  survived;  but  the 
minutes  of  a  Committee  Meeting  on  16th  April,  1762,  record 
that  'Mr.  Shackleton  having  acquainted  the  Committee  that  the 
picture  of  His  late  Majesty  King  George  the  Second  was  finished 
except  the  shading,  which  he  desired  leave  to  be  permitted  to  do 
at  the  Museum  in  order  to  adapt  it  according  to  the  situation  it  is 
to  be  placed  in',  it  was  ordered  'That  the  said  leave  be  granted, 

1  We  arc  informed  by  The  Times  that  identification  is  now  impossible. 

*  Over  the  King's  Library,  and  also  known  as  the  Long  Gallery:  'originally  in- 
tended for  the  national  collection  of  pictures'  (vide  Sir  F.  G.  Kenyon:  The  Buildings 
of  the  British  Museum,  1914,  page  3),  it  later  became  the  Eastern  Zoological  Gallery 
and  is  now  the  Ethnographical  Gallery. 

'  See  The  Connoisseur,  April,  1961,  pp.  11 4-1 18. 

4  Minutes  of  the  Acts  of  Court  of  the  Worshipful  Compaiy  of  Mercers  London  (1747-60) 
record  no  such  acquisition. 

*  George  Smeeton  (  fl.  1800-28),  printer  and  compiler  of  St.  Martins-in-the-Ficlds. 


the 

J.  R.  Fawcett  Thompson  and  F.  Gordon  Roe 


1.  King  George  II  (1683-1760).  Painted  for  the  Trustees  of  the  British 
Museum  by  John  Shackleton,  Principal  Painter  in  Ordinary  to  His  Majesty, 
1762.  Canvas,  58  x  91  ins.,  the  frame  by  Thomas  Black.  Heading  the  list  of 
Royal  Donations  which  prefaces  the  MS.  Register  of  Benefactions  to  the 
British  Museum,  1756-1820,  under  date  17th  June,  1757,  is  the  King's  'Grant 
of  the  Royal  Library  together  with  the  Reversion  of  the  Librarian's  Salary 
of  £300  per  annum'.  The  latter  was  confirmed  on  13th  May,  1774,  upon 
the  death  of  the  Royal  Librarian,  Claudius  Amyand.  This  regal  gift  is  fol- 
lowed, on  9th  June,  1 761,  by  '69  Lottery  Tickets  belonging  to  the  late  King 
containing  prizes  to  the  Amount  of  £1,120',  presented  by  King  George  III. 
(An  interesting  footnote  to  this  list,  in  a  different  hand,  reads:  '(J. 2  Picture, 
if  it  was  presented  by  the  King,  should  be  inserted  in  this  List')  By  courtesy  of 
the  Trustees  of  the  British  Museum. 
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and  that  the  Messenger,  or  Assistant  Manservant,  do  attend 
him'.6 

Very  properly,  the  royal  portrait  was  hung  in  the  place  of 
honour  in  The  Saloon  at  Montagu  House,  a  spacious  chamber 
over  the  Centre  Room  of  the  Library  to  which  the  Grand  Stair- 
case from  the  Entrance  Hall  gave  direct  access.  Here,  in  due  time, 
John  Shackleton  no  doubt  executed  his  shading  under  the  watch- 
ful eye  of  the  Messenger  (or  perhaps  the  Assistant  Manservant) ; 
and  here  the  canvas — suitably  mounted  in  a  special  corner-and- 
ccntrc  frame  carved  and  gilded  by  Thomas  Black7 — remained 
certainly  until  1810,8  and  most  probably  until  1828  when  (as  No. 
18)  it  joined  the  rest  of  the  'national  collection  of  pictures'  in  the 
newly-built  Long  Gallery.  Today,  the  picture  hangs  somewhat 
obscurely  in  the  Students'  Room  of  the  Department  of  Manu- 
scripts to  be  seen  only  by  the  few.  Were  its  original  rich  colour  to 
be  fully  revealed,  as  has  recently  been  that  of  Shackleton's 
'Amherst'  version  of  the  portrait,8  and  were  it  again  to  be 
assigned  such  a  place  of  honour  as  against  the  crimson  back- 
ground on  the  middle-landing  of  the  Main  Staircase — whence 
now  glower  the  sightless  eyes  of  Hoa-Haka-N ana-la — this  royal 
portrait,  so  intimately  associated  with  the  Museum's  early  days, 
could  not  fail  to  command  the  attention  of  every  visitor. 

Over  a  century  after  the  accession  of  the  Shackleton  painting, 
the  British  Museum  acquired  one  of  its  most  treasured  personal 
possessions — Archibald  Archer's  historic  representation  of  The 
Temporary  Elgin  Room  (No.  2).  Signed  and  dated  A.  Archer — 1819 
on  the  box  in  the  left  foreground,  this  admirable  work,  which 
formerly  belonged  to  Edward  Hawkins  (Keeper  of  Antiquities, 
1826-60),  was  on  his  death  secured  by  Dr.  John  Edward  Gray 
(Keeper  of  the  Natural  History  Department,  1840-74),  who  in 
1872  presented  it  to  the  Trustees  of  the  British  Museum10  where 
it  now  hangs  in  the  Director's  Study.  The  painting  is  doubtless 
identical  with  the  Interior  of  the  Elgin  Gallery  exhibited  by  Archer 
at  the  British  Institution,  18 19  (No.  53)  and,  according  to  its 
donor,  it  was  also  'exhibited  at  the  artist's  house  in  Hart  Street, 
Bloomsbury,  with  another  picture  representing  the  embank- 
ment of  the  Thames  with  a  series  of  magnificent  buildings  on 
each  side  of  the  river  in  the  style,  and  situated  at  the  height  of 
Somerset  House  and  Adelphi  Terrace,  which  was  the  plan 
suggested  at  that  date'.11 

The  slightly  idealized  composition  of  the  painting,  the  careful 
though  competent  handling,  the  excellent  taste  of  the  mellow 
colour  scheme  are  in  thorough  accord  with  the  aesthetic  classicism 
of  its  period — and,  indeed,  of  its  subject.  Certainly  most  of  the 
portrait-element  was  rendered  from  sittings.  It  is  largely  due  to 
Dr.  Gray,  who  himself  appears  in  the  picture,  that  so  many  of  the 
personages  portrayed  therein  are  identifiable.  'Being  well 
acquainted  with  these  Officers',  he  wrote,  'and  having  observed 
the  progress  of  the  painting,  I  can  identify  them  with  certainty; 
and  have  placed  the  names  in  the  inner  margin  of  the  frame  as 
nearly  under  each  as  possible.'11 

Of  the  history  of  the  Elgin  Marbles,  including  those  rescued 
from  the  Parthenon  after  long  years  of  maltreatment  or  neglect, 

6  B.M.  Minutes  of  Committee:  Vol.  3,  p.  378. 

7  Thomas  Black  (d.  1777),  succeeded  Arthur  Pond  (1705-58)  as  supplier  of  frames 
and  cleaner  of  pictures  to  the  British  Museum,  1758-66.  The  sum  of  £8.8.0.  was 
paid  for  'the  frame  for  His  Late  Majesty's  Picture'  (B.M.  No.  1  Accounts  Ledger, 
1766,  p.  68). 

8  Joseph  Planta  (Principal  Librarian,  1799-1827):  MS.  Catalogue  of  Portraits,  Busts, 
etc.  in  the  British  Museum,  dated  10th  February,  18 10. 

9  Executed  for  Field-Marshal  The  Right  Honourable  Sir  Jcffery  Amherst,  1st 
Baron  Amherst  of  Montreal,  Kent,  when  Governor  of  the  Colony  of  Virginia 
(vide  Lord  Chamberlain's  Warrant  of  8th  October,  1759).  Now  on  loan  to  the 
Ministry  of  Works  and  hung  at  the  Home  Office,  i960. 

10  B.M.  Minutes  of  Committee  Meeting:  14th  December,  1872. 

11  Letter  from  Dr.  J.  E.  Gray  to  Winter  Jones  (Principal  Librarian),  nth  December, 
1872  (Trustees'  Original  Papers:  Vol.  24.  No.  9487). 


it  need  only  be  recalled  here  that,  brought  to  England  by  Thomas 
Bruce,  7th  Earl  of  Elgin  (1761-1841),  they  were  first  placed  on 
view — in  1807 — in  'a  damp,  dirty  pent-house'  in  Park  Lane. 
There  they  were  seen  and  sketched  by  such  artists  as  Fuseli, 
Benjamin  West,  Nollekens  the  sculptor  and  others,  notably 
Benjamin  Robert  Haydon  (1786-1846).  'I  drew  at  the  marbles 
ten,  fourteen,  and  fifteen  hours  at  a  time',  wrote  Haydon  in  his 
Autobiography,  'staying  often  till  twelve  at  night,  holding  a  candle 
and  my  board  in  one  hand  and  drawing  with  the  other',  until 
turned  out  by  the  yawning  porter. 

This  picturesque,  if  unsatisfactory  state  of  affairs  endured 
until,  in  18 16,  the  marbles  were  purchased  for  the  British 
Museum  where  decent  accommodation  was  provided  for  them 
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2.  The  Temporary  Elgin  Room.  By  Archi- 
bald Archer.  Signed  and  dated  1819.  Canvas,  54 
X  38  ins.  Seated  in  the  centre  are  Benjamin 
West,  P.R.A.  (1738-1820)  and  Joseph  Planta, 
F.R.S.  (1744-1827),  Principal  Librarian  at  the 
time:  to  the  right,  the  artist  himself  bends  over 
his  drawing  board.  Standing,  from  left  to  right, 
are  Benjamin  Robert  Haydon  (1786-1846);  Rt. 
Hon.  Sir  Charles  Long,  later  Lord  Farnborough 
(1761-1838),  Paymaster-General,  Chairman  of 
the  Committee  for  National  Monuments  and  a 
Trustee  of  the  British  Museum;  Rev.  James 
Bean,  Assistant  Librarian  (1812-26);  Rev. 
Thomas  Maurice  (1754-1824),  Assistant  Librar- 
ian, Department  of  MSS.;  [Sir]  Henry  Ellis 
(1777-1869),  Secretary  when  the  picture  was 
painted;  John  George  Children,  F.R.S.  (1777- 
1852),  Assistant  Librarian;  Taylor  Combe  (1774- 
1826),  first  Keeper  of  the  Department  of  Anti- 
quities; Rev.  Henry  Hervey  Baber  (1775-1869), 
Keeper  of  the  Department  of  MSS.  ;  and  John 
Thomas  Smith  (1776-1833),  Extra  Assistant 
Librarian  (Prints).  Next,  at  the  easel,  is  seen  Dr. 
John  Edward  Gray  (1800-75),  appointed  Assist- 
ant in  the  Natural  History  Department  in  1824, 
becoming  Keeper  in  1840;  and,  to  the  right  of 
the  Dionysus,  a  charming  un-named  couple 
whom  Gray  recollected  'often  seeing  .  .  .  walk- 
ing arm-in-arm'.  Finally,  Charles  Dietrich 
Eberhard  Konig  (1774-1851),  then  Under- 
Librarian,  Natural  History  (Minerals)  con- 
verses with  an  unidentified  lady  beside  whom 
stands  John  Conrath,  Attendant  in  the  Museum 
from  1816,  with  his  wand  of  office  and  con- 
sulting a  book  appropriately  entitled  History  of 
Athens. 

By  courtesy  of  the  Trustees  of  the  British  Museum. 


by  the  erection  of  the  temporary  room  seen  in  Archer's  picture. 
This  room,  opened  in  1817,  remained  in  use  until  superseded  in 
1831.12 

Though  Archibald  Archer,  the  artist,  fares  poorly  in  bio- 
graphical dictionaries,  it  has  been  possible  to  form  some  idea  of 
his  life  and  career.  That  he  was  born  about  1789-90  is  established 
by  his  declared  age  (18)  on  admission  to  the  Royal  Academy 
Schools  on  15th  January,  180713  and  by  his  age  as  recorded  at 
death,  of  which  in  its  place.  His  studentship  is  noteworthy,  as  it 
may  well  have  recommended  him  in  approaching  West  for 

H  A.  H.  Smith:  Lord  Elgin  and  His  Collection  'Journal  of  Hellenic  Studies:  Vol.  36. 
1916). 

13  Ex  inf.  Sidney  C.  Hutchison,  F.S.  A.,  Librarian,  Royal  Academy  of  Arts. 


sittings  and  also,  later,  in  the  matter  of  an  official  appointment. 
In  1 8 10  Archer  made  his  first  appearance  as  a  Royal  Academy 
exhibitor;  he  also  showed  at  the  British  Institution  from  181 1;  a 
Madonna  at  the  Liverpool  Academy  in  1 8 1 3  (No.  67) ;  and  a  work, 
called  Partridges  at  the  Society  of  British  Artists  in  1830  (No.  206). 
In  general,  Archer's  exhibited  works  were  portraits  or  genre,  with 
a  strong  tendency  towards  religious  themes.  A  portrait  by  him  of 
H.R.H.  The  Princess  Augusta  Sophia  (1768-1840),  second  daughter 
of  King  George  III,  appeared  at  the  Royal  Academy  in  1832,  but 
it  is  not  today  in  the  Royal  Collection.  He  capably  lithographed 
his  own  likeness  of  the  centenarian  Mrs.  bums,  who  died  at 
( rlyndebourne,  Sussex,  after  1830  at  the  reputed  age  of  102.  His 
dignified  portrait  of  William  Gomm,  Rector  of  Bramdean, 
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3.  Francis  Marie  Arouet  de  Voltaire  (1694-1778).  By  Theodore 
Gardelle.  Canvas,  26  x  32  ins.  In  this  essay  in  full-scale  portraiture,  the  con- 
ventions of  the  professional  miniaturist  and  enamel-painter  within  which 
the  artist  was  trained  have  been  laid  aside  with  near  success.  Save  for  the 
sharply  delineated  features — slightly  quizzical  in  expression  and  carrying  a 
faint  suggestion  of  humour — the  subject  is  almost  broadly  treated;  and 
while  the  overall  colour-scheme  is  subdued,  the  bluish-green  coat  is 
redeemed  from  dullness  by  its  gold  lacing  and  the  linen  at  its  wearer's 
throat  and  wrists.  In  addition  to  this  interesting  work,  Dr.  Matthew  Maty 
M.D.,  F.R.S.  (Principal  Librarian:  1772-76),  gave  other  pictures  to  the 
British  Museum  including  an  unfinished  sketch  of  Jolm  Locke  after  Kneller 
(now  No.  550  in  the  National  Portrait  Gallery,  London)  as  well  as  be- 
queathing one  of  himself  painted  by  Barthelemy  Dupan  (see  The  Connois- 
seur, April,  1961,  page  118).  By  courtesy  of  the  Trustees  of  the  British  Museum. 


4.  William  Courten  (1642-1702).  English  School.  Canvas,  22  x  27^  ins. 
An  ardent  naturalist  and  collector,  he  travelled  widely  on  the  Continent 
where,  during  a  protracted  stay  at  Montpelier,  he  met  John  Locke  and  also 
[Sir]  Hans  Sloane  who  became  his  life-long  friend  and  helped  to  amass  the 
collection  which  Courten  eventually  left  to  him.  The  Courten  Papers  (B.  M. 
Sloane  MS.  3515,  folio  49)  include  a  contemporary  transcript  of  the  in- 
scription on  his  gravestone  which  aptly  summarizes  Courten's  achieve- 
ment: 'Twenty-five  years  being  spent  beyond  sea,  he  returned  to  his  own 
country  where  he  opened  a  Museum  extreamly  well  furnished  with  most 
things — curious  either  in  nature  or  art — for  illustrating  history  and  ancient 
times.  These  he  very  freely  and  with  great  civility  shewed  to  his  own 
country  men  and  strangers  to  the  advancement  of  the  Glory  of  God,  the 
honour  and  renown  of  his  country  and  the  no  small  promotion  of  know- 
ledge and  useful  arts'.  By  courtesy  of  the  Trustees  of  the  British  Museum. 


Hampshire,  was  engraved  by  Samuel  Cousins,  and  that  of  Sir 
George  H.  Smyth  by  David  Lucas. 

Exhibition  catalogues  give  various  addresses  for  Archer,  all  in 
the  London  area.  These  included:  11,  Weston  Place,  near  the 
Small-Pox  Hospital  (1810-14);  10,  Southampton  Crescent, 
Euston  Road,  or  10,  Great  Russell  Street  (1819)  whence  the 
Interior  of  the  Elgin  Gallery  was  sent  to  the  B.I. ;  63,  Walcot  Place, 
Kennington  (1839-44);  and  31,  Liverpool  Street,  King's  Cross 
(1845).  The  change  from  Kennington  to  Liverpool  Street  more 
or  less  coincided  with  Archer  becoming  Curator  of  the  Painting 
Room  in  the  Royal  Academy  Schools  in  place  of  Samuel  Drum- 
mond,  A.R.A.,  who  died  in  1844.  Mr.  Sidney  C.  Hutchison  has 
advised  us  that  the  Council  minutes  of  the  Royal  Academy  do  not 
appear  to  mention  Archer's  appointment,  though  in  those  of  27th 
October,  1848,  it  is  recorded  that  'Mr.  Lejeune14  was  appointed 

14  Henry  Lejeune  (Lejeune)  (18 19-1904)  was  elected  A. R.A.  in  1863. 


Curator  of  the  Painting  Room  in  the  room  of  Mr.  Archer 
recently  deceased'. 

Archer  had,  in  fact,  died  at  48,  Millbank  Street,  Westminster, 
on  23rd  October,  1848.  In  the  death  certificate  (Somerset 
House),  his  age  is  given  as  58,  his  occupation  as  artist,  and  the 
cause  of  his  death  as  'Phthisis  Pulmonalis/  2  years/  certified.'  He 
had  thus  been  ill  for  some  time  and  it  seems  only  too  probable 
that  in  his  last  years  he  was  mainly  dependent  on  emoluments  from 
his  curatorship15:  emoluments  which  died  with  him.  Indeed,  the 
Royal  Academy  Council  minutes  (27th  October,  1848)  record 
that  'the  widow  of  Mr.  Archer  being  left  in  circumstances  of 
great  distress,  it  was  moved  by  Mr.  Webster16  and  seconded 
by  Mr.  Wyon17  that  the  sum  of  £25  be  awarded  to  her'; 

13  Kelly's  Directory  (1848-49)  describes  Archer  .is  'Curator  of  the  Royal  Academy  '. 

18  Thomas  Webster,  R.A.  (1800-86). 

17  William  Wyon,  R.A.  (1795-1851),  famous  medallist. 
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5.  Isabella  Clara  Eugenia  of  Austria  (1566-1633).  In  the  manner  of 
Frans  Pourbus  the  Younger.  Canvas,  21  x  28  ins.  A  memorable  portrait 
wherein  the  sitter's  dominant  personality  triumphs  even  over  exceptional 
intricacy  of  costume  detail.  The  prominent  fleur-de-lis,  scroll  and  other 
ornament  on  the  sleeves  of  the  richly  embroidered  silken  dress  and  the 
distinctive  jewellery  are  characteristic  of  several  portraits  of  Isabella  at  this 
period.  The  gemmed  pectoral  cross,  a  prized  possession,  also  appears  in 
much  later  pictures  of  her.  A  small  engraving  issued  by  the  younger 
Hendrik  Hondius  (f.  1597-c.  1644)  is  based  on  a  similar  portrait.  By  courtesy 
of  the  Trustees  of  the  British  Museum. 


and  there  are  several  references  to  donations  to  her  being  sub- 
sequently made. 

At  a  Committee  Meeting  held  by  the  Museum  Trustees  on 
31st  October,  1760,  "An  original  picture  of  King  Charles  II  by  Sir 
Peter  Lely  having  been  presented  to  the  Museum  by  Dr.  Gifford, 
and  another  of  Voltaire  drawn  by  Mr.  Gardel,  a  young  painter  of 
Geneva,  having  been  given  by  Dr.  Maty',  it  was  ordered  'That 
thanks  be  returned  to  them  for  their  presents  and  frames  be  pro- 
cured for  the  pictures'.18  Bloomsbury  no  longer  has  custody  of 
that  noble  representation  of  Charles, 1 9  but  the  I  'oltaire  hangs  today 
j  over  the  mantelshelf  in  the  Director's  Study,  directly  facing 
Archer's  Temporary  Elgin  Room.  A  distinguished  work,  it  proves 
that  the  'young  painter  of  Geneva',  though  primarily  a  minia- 
turist, was  capable  of  working  advantageously  on  a  larger  scale. 

Originally  apprenticed  to  a  Gcnevese  engraver,  Theodore 

11  B.M.  Minnies  of  Committee :  Vol.  3.  p.  645. 

*•  Now  attributed  to  the  Studio  of  J.  Michael  Wright,  this  portrait  (1.  1660-65) 
was  transferred  to  the  National  Portrait  Gallery  (No.  531)  from  the  British 
Museum  in  1879.  It  was  exhibited  at  the  Loan  Exhibition  marking  the  Tercen- 
tenary of  the  Restoration  held  at  the  N.P.G.  May.  i960  (No.  6). 


Gardelle  (1722-61),  son  of  an  enamel  painter,  ran  away  to  Paris, 
went  back  to  Geneva  to  complete  his  articles;  and  returned  to 
Paris  for  study,  thereafter  alternating  between  the  French  capital 
and  Geneva.  While  at  the  latter  city,  he  apparently  frequented 
the  house  at  Fernay,  and  'His  hopes  of  success  at  Paris  were 
swelled  by  the  Prospect  of  Favour  with  which  he  flattered  him- 
self by  Means  of  his  Acquaintance  with  the  celebrated  M.  de 
Voltaire  whose  picture  he  had  drawn,  and  afterwards  enamelled 
upon  a  Copper  Snuff-Box'.20  Though  conceivably  this  'picture' 
was  the  one  eventually  acquired  by  Dr.  Maty,  to  seek  confirm- 
ation by  means  of  the  'Copper  SnufF-Box'  could  be  a  formidable 
undertaking  since,  according  to  Mr.  Theodore  Besterman, 
Director  of  the  Institut  et  Musee  Voltaire  at  Geneva,  'most  of  the 
small  objects  bearing  portraits  of  Voltaire  have  disappeared,  or 
at  least  disappeared  from  sight'. 

Later  in  his  brief  career,  Gardelle  worked  in  Brussels  and, 
finally,  arrived  in  London,  May,  1 760,  where  'he  was  soon  intro- 
duced to  considerable  business,  so  that  he  made  double  the 
Money  in  London  during  his  short  Stay  than  he  had  ever  acquired 
in  the  same  Space  of  Time,  cither  at  Geneva  or  Paris'.20  In  this 
same  'short  stay',  he  also  contrived  to  set  the  seal  on  a  sullied 
personal  reputation  by  murdering  and  dismembering  his  land- 
lady, Mrs.  Annie  King,  at  the  Golden  Head  off  Leicester  Fields, 
for  which  he  was  executed  in  Hay  market,  4th  April,  1761,  his 
corpse  being  hanged  in  chains  on  Hounslow  Heath.  It  is  not  an 
edifying  record,  but  Gardelle  the  artist  cannot  on  that  account  be 
brushed  aside;  and  the  British  Museum's  Voltaire  (No.  3)  perhaps 
supplies  its  own  answer  to  a  question  posed  in  George  Smeeton's 
List  of  Portraits  in  the  British  Museum:  'When  shall  we  behold  a 
faithful  portrait,  devoid  of  caricature,  of  this  prodigy  of  learning  ? ' 

Of  recent  years,  the  pale  grey  walls  of  the  corridor  leading 
towards  the  Director's  Study  have  been  enlivened  by  two  por- 
traits, both  attractive  but  in  widely  differing  fashion.  By  right  of 
his  place  among  the  founders  of  the  Museum,  a  personable 
young  man  (No.  4)  must  here  take  precedence  over  a  handsome 
Archduchess  whose  presence  is  largely  fortuitous.  The  former 
portrait,  inscribed  GUL.  COURTEN  ARM  [IGERj :  is  listed  in 
the  original  MS.  Catalogue  of  Antiquities  in  the  Sloane  Collection 
where  it  is  described  as  'No.  151.  Mr.  Courten  when  young,  by 
 '.21  In  the  list  of  portraits  at  the  Museum  com- 
piled bv  [Sir]  Henrv  Ellis  in  1838,  it  appears  as  'No.  67.  AN 
UNKNOWN  POR  TRAIT  OF  A  YOUTH  in  the  dress  of  the 
time  of  Charles  I,  believed  to  be  WILLIAM  COURTEN,  ESQ. 
(d.  1655)';  but  as  the  youthful  sitter  is,  in  fact,  wearing  a  dress  of 
c .  1660,  Ellis's  estimate  can  now  be  bypassed. 

Assuming  the  correctness  of  the  painted  inscription,  the  subject 
was  not  the  William  Courten — or  Courteen — who  married  Lady 
Katherine  Egerton,  a  daughter  of  John  Egerton,  1st  Earl  of 
Bridge  water,  and  who  died  in  1655  (as  stated  by  Ellis),  but  their 
son,  the  more  celebrated  William  Courten — otherwise  Charlton 
— (1642-1702),  the  naturalist.  It  was  he  who  established  the 
Courten  Museum  in  the  Middle  Temple,  London,  which  he 
bequeathed  to  his  friend  Sir  Hans  Sloane,  thus  ranking  in  the 
origins  of  the  British  Museum  itself.  Courten  died  at  Kensington 
on  26th  March,  1702,  and  was  buried  in  the  churchyard  where  an 
altar-tomb  by  Grinling  Gibbons  was  set  up  at  Sloane's  behest. 

Of  considerably  earlier  date  is  the  striking  portrait  (No.  5)  of 
Isabella  Clara  Eugenia  of  Austria  (1 566-1633),  daughter  of  Philip 
II  of  Spain  and  wife  of  the  Archduke  Albert  the  Pious,  Spanish 
Governor  of  the  Netherlands.  Many  portraits,  painted  or 

10  The  Life  of  TModore  Gardelle,  Limner  SrBHmndkr  (London:  1 761),  pp.  2-9. 

11  The  MS.  Catalogue  of  Antiquities  in  the  Sloane  Collection  also  lists  two  other  por- 
traits of  Courten — 'No.  130.  Mr.  Courten'  and  'No.  170.  Mr.  Courten  by  Mr. 
Murray,  a  copy.' 
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6.  Stonehenge  from  the  W.S.W.  By 

Richard  Tongue.  Signed  and  dated  1837. 
Canvas,  83  X  59  ins.  The  manner  in 
which  the  artist  has  contrived  to  lighten 
an  inherently  massive  subject  by  setting 
it  against  a  white  cloud-wrack  drifting 
across  a  pale  blue  sky  is  commendable. 
On  this  work,  when  on  special  exhibi- 
tion in  1 839,.  The  Times  commented: 
'exceedingly  well-executed  and  gives,  as 
far  as  pictures  can,  a  true  representation 
of  the  gigantic  Druidical  pile'.  By 
courtesy  of  the  Trustees  of  the  British 
Museum. 


engraved,  exist  of  this  historically  famous  lady  at  various  times  of 
her  life.  The  British  Museum  canvas  belongs  to  a  group  of  paint- 
ings by  or  associated  with  Frans  Pourbus  the  Younger  (1 569  ?- 
1622),  ranging  from  full-length  to  bust-portraits  and,  if  slightly 
differing  in  minor  details,  readily  recognizable  by  the  distinctive 
dress  and  accessories. 

Not  all  the  works  of  this  type  can  confidently  be  assigned  to 
Pourbus  himself  though  some  of  the  debatable  ones  could  have 
come  from  his  studio.  In  Portraits  d' Infantes  (publ.  Van  Oest: 
1913,  page  183),  Louise  Roblot-Delondre  notes  among  allied 
works  a  'lost'  portrait  of  Isabella  by  Pourbus,  painted  in  1599  or 
early  1600,  and  'compris  probabletnent  dans  les  oeuvres  payees  par 
Albert  et  Isabelle  en  1600,  avant  son  depart  pour  la  France' .  Whether 
or  not  this  has  a  bearing  on  the  British  Museum  portrait,  it  is  at 
least  feasible  that  the  latter  came  from  a  near  source  if  not  from 
the  hand  of  the  master  himself.  Unfortunately  the  provenance  of 
the  Museum's  version  is  not  certainly  known,  and  though  it  may 
well  have  been  the  Sloane  Collection,  the  picture  is  not  listed  in 
the  MS.  Catalogue  of  Antiquities  thereof. 

In  a  collection  comprised  almost  wholly  of  portraits,  two 
specialized  landscapes  make  an  interesting  exception.  Both  are  by 
Richard  Tongue,  one  of  those  names  willingly  added  by  art- 
historians  to  the  list  of  lesser  British  painters  who,  if  unrecorded 
in  dictionaries,  may  help  to  reduce  the  volume  of  anonymous 
work.22  The  two  canvases  in  the  British  Museum — Stonehenge 
from  the  W.S.W.  (No.  6)  and  Double  Cromlech,  Plas  Newydd 
(No.  7) — may  be  taken  as  showing  Tongue  at  the  height  of  his 
achievement.  The  Stonehenge  is  neatly  signed  R.  Tongue,  1837  at 
bottom  left,  and  both  works  were  'painted  and  presented'  to  the 
Museum  by  the  artist  himself.  His  purpose  in  producing  these 
pictures  is  explained  with  simple  dignity  in  his  letter23  to  the  Rev. 
John  Forshall  (then  Secretary)  which  accompanied  the  gift : 

'Revd.  Sir, 

The  very  handsome  manner  in  which  the  Honble  The 

22  To  Mrs.  Pamela  Tudor-Craig,  Ph.D.,  F.S.A.,  is  due  the  initial  credit  of  redis- 
covering Tongue  and  of  assessing  the  archaeological  content  of  his  work. 

23  Trustees'1  Original  Letters  and  Papers:  Vol.  XVII. 


Trustees  of  the  British  Museum  received  and  displayed  the 
humble  works  I  some  time  since  had  the  honour  to  present24 
has  induced  me  to  pursue  the  subject  of  Celtic  Antiquities  with 
additional  interest;  and  I  have  thought  that  by  giving  faithful 
representations  of  three  of  the  principal  of  these  ancient  monu- 
ments yet  existing  in  Britain,  it  would  afford  those  interested 
in  the  subject  a  more  definite  idea  of  the  objects  themselves 
which  from  their  remoteness  they  might  probably  be  pre- 
vented from  seeing. 

'Another  advantage  I  have  thought  may  arise,  it  would 
teach  many  who  would  perhaps  disregard,  or  even  injure  or 
destroy  these  venerable  remains,  that  they  are  considered 
objects  of  high  interest  to  the  antiquary,  and  consequently  are 
worthy  of  preservation  in  situ. 

'Previously  to  painting  the  pictures,  I  made  several  sketches 
of  each  subject  and  I  think  I  have  selected  those  which  present 
the  most  comprehensive  and  picturesque  points  of  view ;  rude 
stones  are  not  very  manageable  subjects  for  the  pencil,  and 
such  would  not  be  chosen  but  by  an  amateur  of  antiquities  as 
well  as  the  arts ;  how  far  I  have  succeeded  I  must  leave  in  great 
humility,  wishing  they  were  more  worthy  [of]  acceptance.  I 
will  only  observe  I  have  paid  more  attention  to  accuracy  in 
drawing  the  objects  than  any  other  point  and  I  think  they  are 
faithful  in  this  respect. 

'I  beg  most  respectfully  to  present  to  the  Honble  The 
Trustees  of  the  British  Museum  the  three  paintings  enclosed, 
hoping  they  have  arrived  safely  . . . 

'I  have  the  honor  to  remain,  Revd.  Sir, 

Your  most  obed.  humble  servt.  RICHARD  TONGUE' 
Royal  Literary  Institution. 
Bath.25  July  10.  1837. 

24  These  were  5  models  of  cromlechs  'at  a  scale  of  an  inch  to  the  foot',  including  the 
Double  Cromlech  at  Plas  Newydd,  Anglesea. 

25  The  Bath  Poll  .  .  .  General  Election  .  .  .  December  12  and  13,  1832,  mentions 
'Tongue,  Richard,  Peter  Street';  and  The  Bath  Directory  (1841),  'Tongue,  Richard, 
Landscape  Painter,  2,  Belle-vue,  Bathwick  Hill'.  (No.  28,  Peter  Street  was  the 
address  of  a  firm  of  curriers  and  leathersellers — Tongue  &  Son,  later  R.  Tongue 
&  Co. — from  at  any  rate  18 19.) 
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7.  Double  Cromlech,  Plas  Newydd. 

By  Richard  Tongue.  Signed  and  dated 
1837.  Canvas,  59  x  41  ins.  The  artist 
himself  wrote  that  this  work  showed 
'the  celebrated  double  cromlech  in  the 
park  at  Plas  Newydd,  Anglesea,  with  the 
Mcnai  Straits  and  Snowdon  in  the  dis- 
tance'. Though  originally  intended  to  be 
seen  in  conjunction  with  his  model  of 
the  same  monument,  as  displayed  in  the 
Ethnographical  Room  of  the  British 
Museum  in  the  mid-nineteenth  century, 
it  merits  attention  in  its  own  right.  By 
courtesy  of  the  Trustees  of  the  British 
Museum. 


This  letter  is  interesting  at  once  for  the  light  it  sheds  on  a 
cultured  personality  and  for  its  bearing  on  the  history  of  a  missing 
canvas.  This  last — Great  Tolmen,  Constantine,  Cornwall  (59  x  41 
ins.) — was  included  with  the  other  two  in  an  exhibition  held  in 
1839  in  the  'temporary  building  attached  to  the  Fifth  Room  of 
the  British  Museum'  together  with  the  five  models  of  ancient 
British  monuments  also  made  and  presented  by  Tongue.  A 
review  of  this  display  published  in  The  Times  (23rd  May,  1839) 
evoked  a  letter,  dated  3rd  June,  from  the  artist  to  the  Editor 
wherein  he  gently  sought  correction  of  'two  or  three  slight 
errors  which  have  crept  into  your  elaborate  article'. 

But  within  the  next  three  years  this  third  painting  would  seem 
to  have  disappeared,  for  at  the  end  of  a  List  of  Portraits  Suspended 
on  the  Walls  of  the  Eastern  Zoological  Gallery:  1842,  it  is  recorded 
that  'At  the  north  end  of  this  gallery,  by  the  sides  of  the  door,  are 
two  Paintings,  one  of  the  Cromlech  at  Plas  Newydd,  Anglesea; 
the  other  of  Stonehenge.  Presented  by  Richard  Tongue,  Esq. 
1837'. 2,i  There  is  no  mention  of  the  third  picture.  Today,  Stone- 
henge and  Double  Cromlech,  Plas  Newydd  hang  in  the  Department 
of  British  and  Medieval  Antiquities;  but  recent  enquiry  has 
revealed  no  clue  to  the  present  whereabouts  of  Great  Tolmen, 
Constantine,  Cornwall;  if,  indeed,  it  has  survived.  Its  title,  how- 
ever, is  preserved  by  a  smaller  canvas  Tolmen  at  Constantine  (28  X 
19!  ins.)  which,  with  one  of  Cromlech  near  Newport  (28  x  20  ins.), 
belongs  to  the  Society  of  Antiquaries.  Both  are  signed  and  dated 
1835,  their  character  suggesting  that,  as  between  1835  and  1837, 
Tongue  had  gained  technical  experience. 

By  the  middle  of  the  last  century  it  had  become  clear  that  the 
Long  Gallery  was  not  an  ideal  setting  for  the  'national  collection 
of  pictures'  and  when,  shortly  after  its  foundation  in  1856,  the 
National  Portrait  Gallery  indicated  its  desire  to  take  over  such 
portraits  as  might  be  appropriate,  the  request  was  sympathetically 
received  by  the  Trustees  of  the  British  Museum.  But  the  matter 
stood  in  abeyance  until,  on  1st  March,  1879,  a  second  approach 
was  made  and  the  transfer  of  70  of  the  116  portraits  then  at 

M  Synopsis  of  the  Contents  of  the  British  Museum:  1848,  p.  44. 


Bloomsbury  was  eventually  effected  on  1 8th  June  of  that  year. 
That  this  major  operation  was  carried  through  so  smoothly  bears 
high  tribute  to  the  tact  and  consideration  shown  on  both  sides; 
and  the  cordial  atmosphere  which  prevailed  is  eloquently 
summed  up  in  a  letter  from  [Sir]  George  Scharf,  Secretary  of  the 
National  Portrait  Gallery,  to  [Sir]  Edward  Bond,  Principal 
Librarian:27 

14th  May,  1879  National  Portrait  Gallery 

Exhibition  Road 
South  Kensington.  W. 
.  .  .  The  Trustees  of  this  Gallery  are  very  anxious,  in 
the  interest  of  the  public,  that  the  selection  which  they  have 
made  shall  be  submitted  to  your  Trustees  and  decided  upon 
at  the  earliest  opportunity  .  .  .  Our  catalogue  awaits  this  very 
important  decision  and  our  opening  day  cannot  be  fixed  till 
then  .  .  . 

'The  Prime  Minister  [Lord  Bcaconsfield]  and  the  Lord 
Chancellor  have  inspected  the  collection  and  expressed  great 
interest  and  satisfaction  .  .  .  they  sanction  the  selection  as  it 
now  appears  on  our  walls . . . 

'In  those  instances  where  there  are  two  or  more  portraits  of 
the  same  individual,  the  Trustees  have  been  careful  to  select 
such  portraits  as  would  best  suit  the  objects  of  this  Gallery: 
namely,  to  convey  the  features  with  accuracy  and,  at  the  same 
time,  ensure  a  picture  worthy  of  the  Nation  in  point  of  art .  .  . 

'The  Trustees  refrain  from  asking  for  the  fine  portrait  on 
panel  of  Sir  Robert  Cotton,  which  has  been  engraved  by 
Vertue,  and  content  themselves  with  asking  for  an  old  copy  on 
canvas  that  has  not  yet  been  cleaned  .  . . 

'A  portrait  of  Robert  Harley,  Earl  of  Oxford,  also,  they  feel 
satisfied  should  not  be  separated  from  the  noble  library  which 
he  collected . . . 

'The  Trustees,  I  can  assure  you,  most  highly  appreciated  the 
interest  which  you  have  taken  in  the  subject  [and]  your 
anxiety  for  the  better  display  of  these  pictures  to  the  public  .  .  .' 

27  Trustees' Original  Papers :  1879,  No.  2360/79. 
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PAYSAGES  DE  FRANCE 


I.  Henri-Joseph  Harpignies  (1819- 
1916).  Vue  de  Paris,  panel,  9|  x  I3§ 
in.,  signed.  2.  Eugene  Boudin 
(1825-1898).  Le  port  du  Havre,  panel 
9£  X  I2f  in.,  signed.  3.  Paul 
Lecomte  (1842-1920).  Vue  de  Couches, 
canvas,  i8|  X  15^  in.,  signed.  4.  Paul 
Huet  (1803-1869).  Le  chemin  dans  la 
Campagne,  canvas,  16  X  I2f  in., 
signed.  5.  Charles  Daubigny  (1817- 
1878).  Vue  de  Dunkerque,  187 3,  panel, 
9l  x  17^  in.,  signed.  6.  Stanislas 
Lepine  (1835-1892).  Le  petit  bras  de 
la  Seine  en  Automne,  panel,  9^  x  12J 
in.,  signed. 
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Charles-Francois  Daubigny  (1817-1878).  Le  Moulin  a  Vent,  panel,  12  x  20  in.,  signed  and  dated  lower  left  Daubigny  '69. 


Mr.  H.  Terry-Engell's  fourth  annual  exhibition,  Paysages  de  France, 
opened  at  his  8  Bury  Street,  St.  James's,  London,  gallery  on  April 
nth  and  will  continue  to  May  12th.  In  it,  with  seventy  painstakingly 
selected  works,  he  again  convincingly  and  admirably  demonstrates 
his  love  for  the  French  countryside  and  for  the  wholly  delightful 
and  ever  popular  manner  in  which  it  was  caught  and  recorded  by 
French  nineteenth-century  landscape  painters.  Again  this  gallery, 
which  each  year  gains  in  stature,  shows — and  by  so  doing  entices  a 
fast  growing  and  selective  clientele — that  in  addition  to  the 


recognised  Barbizon  school  of  painters  there  were  a  host  of  lesser 
known  Masters  who  today  are  finding  favour  and  admiration: 
Bertin,  Aligny,  Michallon,  Huet,  Georges  Michel  and  Lebourg 
among  them.  Just  how  favourable  an  impact  these  painters  of  the 
French  landscape  of  the  nineteenth  century  and  after  have  made  is 
now  clearly  demonstrated  in  Paris.  Their  work  holds  pride  of  place 
at  the  Louvre  in  a  permanent  exhibition — 'Peinture  du  XlXme 
Siecle'.  Mr.  Terry-Engell  to  some  extent  surpasses  the  Louvre 
exposition.  His  paintings  are  for  sale. 


197 


Books  Reviewed 


A  LITERARY  HISTORY  OF  WALL- 
PAPER: By  E.  A.  Entwisle.  (London: 
B.  T.  Batsford.  75s.  net.) 

JUST  as  there  is  a  Land  of  Counterpane,  so 
there  is  the  World  of  a  Wallpaper;  a 
microcosm  of  repeat  patterns  fortuitously 
varied  in  minute  and  apparently  significant 
ways — 'Signifying  what?'  we  may  ask  ourselves 
in  childhood,  in  illness,  in  old  age,  when  we  are 
compelled  to  he  in  bed  or  sit  still  and  be  intrigued 
or  afflicted  by  our  surroundings. 

The  decorating  of  walls  in  this  manner  goes 
back,  so  far  as  we  know,  to  the  reign  of  Henry 
VII  but  was  scarcely  a  literary  topic  until  the 
eighteenth  century,  when  the  use  of  wallpapers 
greatly  increased.  By  that  time  they  had  become 
an  important  factor  in  the  environment  of  all 
except  the  poor,  who  at  first  could  not  afford 
even  the  cheaper  ones,  and  of  the  very  rich  and 
fastidious  like  Beckford,  who  had  his  rooms  at 
Fonthill  hung  with  satin.  When  Beckford  emerg- 
ed from  seclusion  to  stay  at  an  inn  on  some 
necessary  journey  however,  he  had  the  room  he 
booked  re-papered  before  sleeping  there. 

In  the  late  eighteenth  century  and  throughout 
the  nineteenth  century  these  papers  were  fre- 
quently commented  on  in  memoirs,  novels  and 
letters,  and  the  earlier  pages  of  Mr.  Entwisle's 
anthology  give  the  impression  that,  to  begin 
with,  people  expressed  their  delight  in  the 
elegance,  the  cleanness  and  the  comparative 
cheapness  of  them.  During  the  next  hundred 
years,  when  they  were  taken  for  granted,  the 
cheapness  of  wallpapers  had  become  something 
of  a  stigma,  and  it  was  when  they  were  hideous 
and  dirty  that  they  inspired  the  best  comments, 
such  as  those  of  Tolstoy  in  Anna  Karenina,  of 
Edward  Lear  while  staying  in  Nice,  and  of  the 
dying  Wilde  ('My  wallpaper  is  killing  me,  one 
of  us  must  go').  Descriptions  of  wallpapers  are 
scattered  amidst  the  splendours  and  miseries  of 
Balzac :  there  is  the  scenic  paper  of  Telemachus 
in  the  Vauquier  salon  in  Le  Pere  Goriot,  for 
instance.  Mr.  Entwisle  includes  this  reference, 
but  excludes  the  Scottish  paper  (presumably  a 
tartan-patterned  paper  rather  than  a  paper  from 
Scotland)  at  fifteen  sous  a  roll  in  Les  Employes, 
which  would  have  compared  well  with  the  one 
in  Nana  at  seven  sous  a  roll  quoted  alongside  the 
date  1880.  The  reference  to  wallpaper  in  The 
Philosophy  of  Furniture  by  Poe  is  in;  but  Jesse's 
reference  to  the  paper  in  Brummel's  rooms  at 
Calais,  and  Wainewright's  reference  to  the  one 
in  his  own  rooms  in  1821,  both  evidence  of  a 
crimson  vogue  among  Regency  dandies,  are,  a 
little  surprisingly,  out;  so  is  the  reference  in 
W.  H.  Mallock's  memoirs  to  the  scenic  paper  of 
Cook's  Voyages  at  Cockington  Court.  Most  of 
the  quotations  from  belles  lettres  come  from  works 
now  popular  with  the  reading  public.  Even  so, 
Mr.  Entwisle  has  brought  to  light  passages  like 
those  in  Caroline  Halstead's  Investigations  (1846) 
and  William  Black's  Macleod  of  Dare  (1878),  to 
mention  merely  two,  which  only  a  specialist 


would  have  remembered  or  tracked  down. 
Considered  as  a  source-book  for  historians  the 
most  valuable  aspect  of  this  compilation  is  per- 
haps the  inclusion  of  passages  from  statistical 
ephemera,  trade  pamphlets,  encyclopedia  articles 
and  other  technical  literary  records.  In  chrono- 
logical arrangement  also  occur  passages  from  the 
writings  of  B.  J.  Talbert,  William  Morris,  Lewis 
Day  and  other  artists  once  famous  for  their  wall- 
paper designs. 

The  book  is  lavishly  illustrated,  and  not  merely 
with  reproductions  of  wallpapers;  and  it  includes 
several  good  colour  plates.  Occasionally  the 
examples  reproduced  are  a  little  widely  dated: 
thus  the  paper  in  Plate  9  is  described  as  a  Stuart 
paper  when  internal  evidence  suggests  about 
1670,  while  the  originals  of  Plates  17,  26,  27,  28 
and  3 1  are  described  loosely  as  of  the  eighteenth 
century  when  they  clearly  date  from  one  or 
another  decade  within  that  period. 

Mr.  Entwisle  is  content  with  a  short  preface, 
and  indeed  the  book  speaks,  or  rather  reads,  for 
itself  as  a  documentary  work  that  happens  to  be 
entertaining.  Since  no  other  monograph  of  the 
kind  has  appeared  so  far  in  any  other  language 
(not  even  in  Germany)  its  publication  is  un- 
doubtedly a  milestone  in  the  history  of  the 
subject. — B.R. 

BELLEZZA  E  BIZZARIA:  By  Mario  Praz. 
(Milan:  II  Saggiatore.  3,000  lire  net.) 

THIS  book  contains  nearly  ninety  essays  by 
Professor  Mario  Praz,  one  of  the  most  disting- 
uished and  invariably  readable  of  living  Italian 
writers.  Although  many  evidently  made  their  first 
appearance  in  the  form  of  book  reviews,  all  the 
essays  appear  to  have  been  re-arranged  if  not 
re-written  and  they  have  been  very  skilfully 
organized  to  present  the  author's  reflections  on  a 
group  of  inter-related  themes.  They  are  written 
with  learning  and  wit  in  a  rich  but  clear  style 
which  will  particularly  commend  them  to  readers 
who  feel  that  their  knowledge  of  Italian  is 
insufficient  to  cope  with  the  abstract  lucubrations 
of  most  other  Italian  essayists.  The  volume  is  well 
produced  and  is  illustrated  with  sixteen  photo- 
graphs. 

If  Professor  Praz  were  in  need  of  any  intro- 
duction to  the  English  public  one  might  say  that, 
as  an  essayist,  he  is  the  Italian  Aldous  Huxley. 
Reading  through  this  book  one  is  frequently 
reminded  of  such  volumes  as  Along  the  Road  and 
Proper  Studies.  Both  writers  are  deeply  versed  in 
European  literature  and  have  minds  richly  stored 
with  out-of-the-way  information.  Yet  both  are 
able  to  present  their  knowledge  without  pedantry 
or  so  much  as  a  hint  of  condescension.  Their 
tastes  differ,  of  course,  but  they  are  similarly 
independent  of  Baedecker-star  accepted  opinions 
(though  most  of  Mr.  Huxley's  opinions  on  art 
which  shocked  the  'thirties  have  now  become 
accepted).  And  they  both  display  a  like  pre- 
occupation with  the  unexpected,  the  occult,  the 
macabre  and  the  bizarre. 


'Le  beau  est  toujours  bizarre'  wrote  Baudelaire, 
but  one  doubts  if  Professor  Praz,  for  all  his  love 
of  bizzarria,  would  be  in  entire  agreement  with 
him.  His  essays  on  modern  art  in  the  present 
volume  reveal  that  he  is  strongly  opposed  to  the 
converse  of  the  statement.  And  many  of  the 
subjects  on  which  he  writes  with  eloquent 
admiration  are  untouched  by  bizarrerie — Palmyra 
and  Baalbek,  mediaeval  Strasbourg,  the  Man- 
nerist half  century  in  Italian  art  (the  hie  sunt  leones 
area  of  the  history  of  Italian  painting),  Bernini, 
Rubens,  rococo  Nancy,  Richard  Wilson,  neo- 
classical Trieste  and  Roma  Sparita,  to  mention 
only  a  few.  He  also  has  an  eye  for  landscape,  in 
the  Middle  East,  in  Italy  and,  more  surprisingly 
in  Scotland.  Of  a  journey  in  Western  Scotland 
he  writes:  'Da  Edimburgo  partii  in  treno  per 
Inverness,  in  battello  discesi  il  canale  di  Caledonia 
fino  a  Oban,  da  Oban  mi  recai  in  treno  a 
Ballachulish  per  visitare  il  passo  di  Glencoe,  e 
pure  da  Oban,  in  battello,  visitai  Staffa  per  la 
grotta  di  Fingal  e  Iona,  l'isola  di  san  Colombano ; 
poi,  sempre  in  battello,  raggiunsi  Glasgow  per 
gli  stretti  (Kyles)  di  Bute,  da  Glasgow  risalii  per 
Loch  Lomond  e  i  Trossachs  .  .  .  '.  And  he  justly 
remarks  that  'la  Scozia  e  oggi  uno  dei  pochi  paesi 
al  mondo  che  si  posson  godere  in  perfetta 
solitudine.  La  solitudine,  l'assenza  dell'  elemento 
umano,  e  la  ragione  precipua  del  suo  incanto'. 

Professor  Praz  is,  however,  a  specialist  in  the 
bizarre  and  it  is  the  bizzarria  which  gives  his  book 
its  strongly  individual  tone.  Wherever  he  goes 
he  seems  to  find  the  unexpected,  whether  it  be  a 
Staffordshire  pottery  statuette  of  Garibaldi  in  his 
hotel  bed  room  in  Oban,  a  gothic  revival  room 
in  Trieste  or  a  fantastic  nineteenth-century  house 
in  Damascus.  The  Italians,  he  laments,  nowadays 
have  no  eye  for  the  bizarre:  'eccetto  quando 
inventano  nuove  forme  di  maccheroni  (circa 
centocinquanta  varieta  ciascuna  col  suo  proprio 
nome)'.  Yet  they  have  in  the  past  produced  some 
of  the  most  remarkable  of  the  bizarre  works  of 
art  created  in  Europe.  In  this  book  there  are 
essays  on  the  Villa  Palagonia  at  Bagheria  (the 
best  available  account  of  this  fantastic  building), 
the  sculpture  of  Bertos,  Fasolato  and  Francesco 
Pianta,  Italian  caricaturists  of  the  seventeenth  and 
eighteenth  centuries,  and  the  horrific  wax  models 
by  the  Abbate  Gaetano  Zumbo.  Other  essays 
are  concerned  with  Jean-Pierre  Dantan's  carica- 
ture statuettes,  Alma  Tadema  and  Lord  Leighton, 
art  nouveau,  and  mediaeval  fantasies.  It  is  hard  to 
imagine  anyone  who  will  derive  neither  pleasure 
nor  information  from  the  570  pages  of  this 
fascinating  volume. — H.H. 

GARDENING   IN   BRITAIN:   By  Miles 
Hadfield.  (London:  Hutchinson.  63s.  net.) 

HOWEVER  readily  we  in  Britain  may  be  pre- 
pared to  agree  that  we  have  no  painter  in  the  first 
flight  and,  until  recently  perhaps,  no  sculptor, 
we  are  apt  to  be  rather  proud  of  ourselves  both 
as  devisers  of  gardens  and  as  horticulturalists ; 
and   a  foreigner  visiting  in   succession,  say 
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Stourhead,  Bodnant  and  the  Chelsea  Flower 
Show  might  perhaps  feel  that  such  pride  was  not 
altogether  unjustified.  There  are  many  contribut- 
ory explanations :  our  climate  and  our  geology, 
our  love  of  the  country  and  our  country- 
dwelling  traditions,  our  addiction  to  exploration, 
and  not  least  our  former  wealth — all  these  have 
•helped  to  render  our  gardens  among  the  best  in 
the  world,  and  probably  also  the  most  numerous 
per  head  of  population.  Indeed,  the  profusion  of 
little  gardens,  sometimes  in  unpropitious  situ- 
ations but  often  lovingly  tended,  is  a  British 
social  phenomenon  of  the  first  importance:  for 
there  is  no  surer  tranquillizer  than  a  garden  to 
provide  relief  from  the  turmoil  of  living. 

Mr.  Hadfield  has  written  an  immensely  com- 
pendious and  in  many  respects  a  fascinating 
survey  of  the  whole  subject  from  the  earliest 
times,  the  value  of  which,  incidentally,  will  be 
much  enhanced  by  the  dimensions  of  the  index. 
He  has  described  not  only  changing  tastes  and 
fashions  in  the  planning  and  characters  of 
gardens ;  writing  as  a  gardener,  he  has  also  traced 
the  history  of  many  now  familiar  plants  and 
trees,  describing  how  and  when  they  were  first 
introduced  here.  The  evolution  of  greenhouses ; 
the  invention  (in  183 1)  of  the  lawn-mower;  the 
(miserable)  wages  of  Victorian  gardeners;  the 
immense  courage  of  the  plant  collectors  who 
ventured  into  south-west  China  and  the  adjacent 
portions  of  Burma  and  Tibet  in  the  early  years  of 
the  present  century,  undaunted  by  hostile  popu- 
lations, fevers,  and  very  difficult  country:  these 
are  but  a  few  of  the  many  aspects  of  gardening 
which  are  discussed.  How  many  readers,  one 
wonders,  share  the  present  reviewer's  ignorance 
of  the  Wardian  case?  Yet  this  mid-nineteenth- 
century  contraption,  an  air-tight  glass  container, 
not  only  enabled  'ferns  and  other  moisture-loving 
plants  to  thrive  amidst  the  gas  and  coal  fumes  of 
Victorian  drawing-rooms'  but  'made  possible  the 
introduction  of  the  tea  plant  to  India,  of  quinine- 
producing  plants  from  the  New  World  to  the 
Old,  and  of  the  banana  to  countries  outside 
China,  and  .  .  .  thus  changed  the  economy  of 
much  of  the  world'. 

Until  Tudor  times  British  gardening  was 
directed  to  utilitarian  ends :  gardening  as  an  art, 
and  as  a  pleasure,  really  dates  from  the  time  of  the 
first  Elizabeth.  Mr.  Hadfield  aptly  cites  various 
references  to  flowers  in  the  literature  of  this  age, 
as  well  as  floral  representations  in  paintings, 
miniatures,  wood-cuts  and  the  like.  He  might 
have  added  a  word  about  the  enchanting  floral 
borders  of  some  of  the  Sheldon  tapestries.  In  the 
next  reign  we  meet  the  first  aesthete  among  our 
gardeners,  Sir  Henry  Fanshawe  of  Ware  Park, 
who,  according  to  Wotton, 

'did  so  precisely  examine  the  tinctures  and 
seasons  of  his  flowers,  that,  in  their  setting,  the 
inwardest  of  those  which  were  to  come  up  at 
the  same  time  should  always  be  a  little  darker 
than  the  outmost,  and  to  sow  them  for  a  kind 
of  gentle  shadow,  like  a  piece  not  of  nature, 
but  of  art'. 

What  modern  gardener  has  achieved  greater 
subtlety  than  this? 

Nevertheless,  the  seventeenth-century  chapters 
largely  consist  of  glimpses  of  gardens  that  have 
long  since  vanished:  and  for  many  readers, 


despite  the  immense  amount  of  mere  information 
with  which  its  pages  are  loaded,  the  book  will 
steadily  gather  in  interest  as  it  proceeds.  The  two 
long  chapters  devoted  to  the  Georgian  and 
Regency  periods  afford,  with  the  aid  of  a  wealth 
of  quotations,  an  excellent  summary  of  the 
great  theoretical  age  of  British  gardening.  Of 
Capability  Brown  Mr.  Hadfield  aptly  observes 
that,  however  much  his  destruction  of  the  grand 
parterres  of  the  preceding  age  may  in  imagination 
be  regretted,  both  this,  and  his  tremendous 
planting  of  trees,  have  turned  out  today  to  be 
economically  a  boon. 

The  discussion  of  the  Victorian  age  is  perhaps 
the  most  valuable  part  of  the  whole  book :  and 
here  special  mention  must  be  made  of  the  many 
references  to  the  literature  of  gardening  and  to 
the  periodicals,  notably  The  Gardener's  Chronicle, 
the  early  issues  of  which  have  evidently  been 
combed  to  good  effect.  This  is  in  some  ways  an 
unattractive  period  in  British  gardening,  because 
of  its  basic  insensitiveness :  one  thinks  of  vast  and 
somewhat  boring  parterres  such  as  can  still  be 
seen  at  Trentham ;  of  the  hard,  garish  colours  of 
the  salvias  and  geraniums  (pelargoniums) ;  and  of 
the  marring  of  countless  houses  by  the  addition, 
usually  at  one  end,  of  unsightly  'conservatories', 
with  no  pretensions  to  architecture,  in  order  to 
satisfy  the  taste  for  half-hardy  and  exotic  pot- 
plants.  Nevertheless,  this  was  a  great  and 
adventurous  age  for  introductions  of  new  flowers 
and  trees.  The  latter,  it  is  true,  included  (needless 
to  say !)  the  monkey-puzzle  and  the  wellingtonia, 
while  the  rhododendron  was  propagated,  some 
may  feel,  to  the  point  of  surfeit :  but  the  later 
nineteenth  century  was  to  see  scientific  collectors 
travelling  into  almost  every  part  of  the  world  in 
search  of  new  and  unfamiliar  plants,  with  results 
that  were  of  almost  unbelievable  benefit  to  the 
cause  of  gardening. 

This  great  work  was  continued  in  the  present 
century  by  such  intrepid  travellers  as  Reginald 
Farrer,  of  whose  eccentric  personality  there  is  a 
nice  little  pen-portrait,  and  F.  Kingdon  Ward,  to 
whom  we  owe  one  of  the  greatest  delights  of  the 
modern  garden,  meconopsis  baileyi,  which  he 
brought  back  from  Tibet  in  1925.  The  last 
chapter,  which  stretches  from  Mr.  Robinson  to 
Mr.  Middleton,  by  way  of  such  familiar  but 
important  figures  as  Miss  Jekyll,  Sir  Edwin 
Lutyens  and  Sir  Reginald  Blomfield,  is  again 
packed  with  interest.  Had  he  not  stopped  in  1939, 
he  might  well  have  added — to  what  he  rightly 
cites  as  four  of  the  finest  British  gardens  created 
in  our  own  time,  Westonbirt,  Bodnant,  Sheffield 
Park  and  Hidcote  Bartrim — one  more:  the  re- 
markable landscape  garden  at  Anglesey  Abbey  in 
Cambridgeshire.  But  this  was  not  begun  until 
1926,  and  has  therefore  grown  enormously  in 
beauty  and  in  interest  during  the  last  twenty 
years. — A.C-T. 

MOTIF  5,  AUTUMN  i960:  Edited  by  Ruari 
McLean.  (104  pp.  London:  Shenval  Press. 
£1  2S.  6d.) 

MOTIF  5  maintains  the  standard  of  its  four 
predecessors.  Three  of  its  articles  look  to  the 
distant  past,  of  which  the  most  engaging  is  Colin 
Clair's,  on  Early  Zoological  Illustration.  All  the 
illustrations  to  this  article  are  woodcuts  taken 


from  Conrad  Gesner's  Historia  Animalium, 
published  in  Zurich  between  1551  and  1587,  or 
engravings  drawn  from  Edward  Topsell's  Historie 
of  Foure-footed  Beastes,  an  English  book  of  1607 
closely  based  on  Gesner.  Although  the  engrav- 
ings were  skilfully  done,  it  is  easy  to  see  how  far 
the  woodcuts  from  which  they  were  copied 
surpass  them  in  vitality  and  richness.  The  other 
two  'early'  articles  are  Nicolete's  Gray's  on  the 
evolution  of  Early  Renaissance  lettering,  and 
T.  M.  MacRobert's  on  some  seventeenth-century 
book  illustrations  in  the  Victoria  and  Albert 
Museum  library,  of  which  no  less  than  twenty- 
nine  are  reproduced.  The  recent  past  is  represent- 
ed by  the  second  instalment  of  Andrew  Forge's 
interesting  history  of  the  Slade  School,  which  is 
devoted  to  the  years  of  Frederick  Brown's 
professorship  (1893  to  1914).  One  is  left  with  the 
feeling  that  the  staff  of  this  period  (with  Tonks 
urging  his  students  to  stay  away  from  Roger 
Fry's  Post-Impressionist  exhibition,  and  so  on) 
hardly  deserved  so  brilliant  a  generation  of 
students.  These  included  Augustus  and  Gwen 
John,  William  Orpen,  J.  D.  Lines,  Spencer  Gore, 
Harold  Gilman,  Wyndham  Lewis,  Mark  Gertler, 
Edward  Wadsworth  and  Stanley  Spencer,  as  well 
as  several  others — Paul  Nash,  Duncan  Grant, 
Matthew  Smith,  Ben  Nicholson — who  'got 
little  or  nothing  from  the  place  and  gave  nothing 
to  it.' 

On  the  contemporary  artistic  scene  there  are 
four  main  articles,  of  which  the  most  generally 
interesting  is  Philip  James's  on  the  Guggenheim 
Museum  in  New  York.  This  describes  Frank 
Lloyd  Wright's  building,  its  contents,  and  their 
method  of  presentation.  Richard  Guyatt  offers 
wash-drawings  of  six  part-time  members  of  his 
teaching  staff  at  the  Royal  College  of  Art — 
Ardizzone,  Henrion,  Bawden,  Trevelyan,  Wolpe 
and  Reynolds  Stone — which  have  assurance  but 
are  not  all  impeccable  likenesses;  James  Burr 
introduces  three  recent  colour-prints  from  lino 
and  wood-cut  blocks  by  Michael  Rothenstein,  of 
which  he  at  least  thinks  highly ;  and  Maurice  de 
Sausmarez  writes  on  four  abstract  sculptors, 
among  whom  Trevor  Bates  is  perhaps  the  most 
imaginative  and  John  Hoskin  the  most  compel- 
ling. Both  these  are  fortunate  in  having  had 
David  Farrell  as  their  photographer.  As  usual, 
Motif's  typography  and  printing  are  not  only 
of  the  highest  quality  throughout,  but  include 
examples  of  many  different  type-faces,  which  are 
carefully  recorded  on  the  back  page. — A.C-T. 

CRETE  AND  MYCENAE:  Text  and  Notes 
by  Spyridon  Marinatos.  Photographs  by  Max 
Hirmer.  (London:  Thames  and  Hudson. 
.£8  8s.  net.) 

SOMETIMES  your  reviewer  has  had  occasion  to 
comment  harshly  on  the  publications  of  Messrs. 
Thames  and  Hudson  which  have  been  put  before 
him,  but  this  time  there  is  little  to  do  but  praise. 
The  civilisations  of  Crete  and  Mycenae  have  been 
splendidly  recorded  by  Dr.  Max  Hirmer's  camera 
eye  and  the  sequence  of  plates  will  be  welcomed 
by  every  classical  archaeologist.  There  are  flaws, 
of  course,  in  the  photographic  technique  and  in 
the  reproduction;  as  often  as  not,  gold  is  the 
Achilles  heel.  The  colour  plate  of  the  funeral 
mask  of  a  prince  from  Grave  V  in  the  Citadel  of 
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Mycenae  is  but  a  dim  shadow  of  the  splendour 
now  in  the  National  Museum  at  Athens.  The 
gold  cups  from  Vaphio,  judged  from  black  and 
white  prints  reproduced  in  this  book,  might  have 
been  carved  in  steatite.  It  is  instructive,  indeed,  to 
compare  plates  104  and  105  of  the  so-called 
I  larvesters*  Vase  carved  in  black  steatite,  found 
in  the  Palace  of  Hagia  Triada,  with  plates  178-185 
Which  reveal  the  superb  cups  from  Vaphio  in 
Stygian  tone.  On  the  other  hand,  the  general 
views  of  architecture  and  landscape  and,  above 
all,  the  photographs  of  the  ceramics  could  hardly 
be  bettered. 

Our  knowledge  of  the  civilisations  which 
attended  the  rise  of  the  age  of  Homer  is  little 
more  than  eighty  years  old;  the  partial  decypher- 
ment  of  one  of  their  scripts  was  published  some 
eight  years  ago.  Since  the  archaeological  dis- 
coveries of  Schliemann  and  Evans  hypothesis 
about  the  people  of  Knossos  and  Mycenae,  their 
history,  their  religion,  their  language  and  their 
art  has  caused  a  flood  of  learned  articles  and  has 
aroused  the  darkest  passions.  Understandably, 
until  now  there  has  been  no  general  summary  to 
synthesize  different  views  and  to  present  the 
material  as  a  whole.  This,  Professor  Spyridon 
Marinatos  has  set  out  to  do.  An  eminent  classical 
archaeologist  and  a  veteran  excavator  in  Crete 
and  at  Mycenae,  he  has  produced  a  text  which 
strikes  the  right  balance  between  hypothesis  and 
fact.  The  introduction  is  beautifully  keyed  to 
arouse  the  interest  of  the  specialist  and  the 
enthusiasm  of  the  neophyte.  Avoiding  the  dry 
record  of  archaeological  data  and  yet  fully 
presenting  the  surviving  material  with  some 
excellent  ground  plans  and  suggestive  recon- 
structions, the  author  courses  over  Cretan  history 
and  religion,  the  art  and  life  of  the  Myceneans 
with  an  imaginative  insight  all  the  more  com- 
pelling for  its  restraint.  The  notes  to  the  plates 
are  exemplary;  there  is  a  useful  chronological 
table  and  a  workmanlike  index. — J.B. 

KHAJURAHO:  By  Eliky  Zannas,  with  a 
historical  introduction  by  Jeannine  Auboyer. 
175  plates.  (The  Hague:  Mouton  &  Co. 
£i5  5s.) 

THIS  is  a  fine  book,  beautifully  produced  and 
authoritatively  written,  and  the  first  attempt  so 
far  made  to  describe  and  explain  for  the  general 
reader  one  of  the  most  impressive  groups  of 
mediaeval  temples  in  northern  India. 

Khajuraho,  on  the  modern  map,  is  a  small 
out-of-the-way  place  about  a  hundred  and  fifty 
miles  south-west  of  Allahabad.  In  the  tenth  and 
eleventh  centuries,  however,  when  most  of  the 
temples  were  built,  it  was  of  great  political 
importance  as  capital  of  the  vigorous  and  war- 
like Candella  dynasty — a  dynasty  of  humble 
origins  which  promoted  itself,  in  a  comparatively 
short  time,  from  feudal  vassaldom  to  imperial 
suzerainty  over  a  large  part  of  northern  India. 

Architecturally,  the  Khajuraho  temples  repre- 
sent India's  most  daring  and  imaginative  develop- 
ment of  the  corbel  method  of  construction;  a 
method  which  lent  itself  with  particular  effect  to 
the  curvilinear  spire  and  its  elaboration.  On  one 
level  of  interpretation,  the  clustered  spires  of 
Khajuraho  may  be  taken  to  symbolize  the 
1  Mountain  of  the  Gods.  On  another  they  symbol- 


ize the  power  of  nature  itself,  their  forms 
thrusting  upwards  from  the  earth  with  the 
dynamic  force  and  wondrous  magic  of  tropical 
growth.  In  contrast,  the  sculptured  figures  which 
decorate  the  walls  both  inside  and  outside  are  a 
sophisticated  essay  in  'mannerism',  redolent  of 
court  life  and  its  sheltered  refinements,  yet  always 
vital  and  daring  in  their  strong  linear  rhythms. 

The  special  value  of  this  book  is  that  it  brings 
together  into  a  single  focus  a  wide  range  of  facts 
and  data  which  help  to  explain  clearly  for  the 
general  reader  how  these  temples  came  into 
being  and  their  relation  to  the  main  stream  of 
Indian  art.  At  the  present  backward  stage  of 
research  into  mediaeval  Indian  art,  this  is  no 
mean  achievement,  especially  as  it  avoids  both 
the  metaphysical  obscurantism  so  common 
among  Sanskritists  writing  on  Indian  art  and  the 
superficial  glamorisation  so  favoured  among  the 
mass-circulation  publishers. 

Mile  Jeannine  Auboyer's  historical  introduc- 
tion gives  a  lucid  picture  not  only  of  the  political 
and  military  role  of  the  Candella  dynasty  but 
also  of  contemporary  court  life.  These  themes 
are  developed  by  Madame  Zannas  in  her  opening 
chapters,  where  she  also  discusses  the  religious 
and  social  basis  of  the  eroticism  which  is  such  a 
prominent  feature  of  the  sculptures.  This  is  a 
difficult  subject,  and  here  she  leans  heavily  on 
theories  of  certain  Indian  scholars  who  attribute 
decisive  significance  to  the  existence  of  com- 
paratively obscure  and  secret  sects  practising 
sexual  rites  as  a  mode  of  worship.  This,  however, 
evades  the  problem  by  treating  symptoms  as  a 
cause,  and  leaves  the  real  reason  for  the  erotic 
emphasis  in  both  art  and  religion  unexplained. 

For  most  people  the  highlight  of  the  book  will 
be  the  plates,  which  are  based  on  the  author's 
own  photographs.  These  are  taken  with  an 
ordinary  reflex  camera  with  no  correction  for 
converging  verticals;  yet  the  general  effect  is 
impressive  and  entirely  appropriate  to  the  scope 
of  the  book.  In  some  ways,  these  amateur  photo- 
graphs convey  more  of  the  sculptural  qualities  of 
Khajuraho  than  the  more  sophisticated  and 
contrived  photographs  of  Raymond  Burnier, 
who  was  among  the  first  to  make  the  temples 
well  known.  Happily  the  publishers  have  shown 
courage  in  publishing  some  of  the  more  frankly 
erotic  scenes  which  would  hardly  have  been 
possible  even  ten  years  ago.  But  having  decided 
to  include  some  of  them,  why  not  all? — J.I. 

JAPANESE  NETSUKE:  By  Werner  Forman. 
(London:  Spring  Books  i960.  25s.  net.) 

GIVEN  the  technical  magic  of  colour  photo- 
graphy, here  is  the  book  most  collectors  of 
netsuke  would  like  to  make  of  their  own 
favourite  carvings.  Spring  Books  have  published 
a  charming  anthology  of  prose-poems  and  still- 
life,  a  picture  book  rather  than  a  manual  of 
instruction  but  with  a  short  introduction 
sufficient  to  initiate  those  new  to  the  art,  and 
individual  notes  explanatory  to  each  plate.  It  is 
hardly  true  that  'we  know  the  names  of  very  few 
artists  who  made  tietsuke  as  anyone  who  has  set 
out  to  compile  an  index  of  them  well  knows,  but 
the  author  does  well  to  include  fine  early  unsign- 
ed examples. 

The  linkage  of  quotation  with  each  'scene'  is 
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A  SOCIAL  HISTORY 
OF  DESIGN  1830-1900 

John  Gloag's  profound  but  lightly- 
worn  erudition  brings  to  life  our 
Victorian  predecessors  practising  their 
philosophy  of  comfort  in  cities  and 
suburbs,  in  the  home  and  on  road  and 
railway.  The  striving  at  once  for 
comfort  and  elegance,  and  the  often 
resulting  confusion  of  elegance  and 
eccentricity,  are  scarchingly  ex- 
amined. The  furnishing  and  equip- 
ment of  the  home  reflect  the  taste  of 
the  age — buttoned  upholstery,  loaded 
overmantels,  cabinets,  teapoys,  sofas, 
whatnots,  davenports.  Over  300 
illustrations,  with  the  author's  cap- 
tions enlarging  them,  from  a  variety 
of  little-known  contemporary  sources 
and  from  specially  commissioned 
drawings.  50s.  net. 
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an  entertaining  one  and  quite  in  the  Japanese 
tradition  with  its  love  of  literary  allusion.  Some 
of  them  are  so  appropriate  they  seem  to  have 
been  'made  to  measure'  but  in  others  the  train  of 
thought  is  baffling  and  the  reader  is  left  seeking  a 
reference  that  is  perhaps  not  even  intended.  It 
does  not,  in  any  case,  matter  and  the  book 
illustrates  how  varied  can  be  the  mood  and 
expressiveness  of  the  characters  and  animals  in 
wood  and  ivory  given  to  us  by  the  clever  hands 
of  the  netsuke  artist,  from  that  fine  group  of  New 
Year  dancers  postured  against  a  print  of  Hiroshige 
(p.  13)  to  a  humorous  and  blase-looking  ape 
(P- 31). 

There  is  in  fact  among  such  diverse  objects  a 
ready-made  population  to  be  found  for  the 
modern  art  of  'table-top'  photography  and  the 
distinguished  Belgian  artist,  M.  Mark  Severin, 
has  also  shown  at  a  recent  lecture  to  the  Japan 
Society  how  beautifully  they  can  be  posed  with 
an  outside  scene  in  the  revealing  light  of  sunshine. 

A  number  of  very  fine  inro  is  also  used  in  the 
pictures:  including  the  unusual  shaped  example 
in  the  form  of  a  bridge-newel  where  the  rotten 
wood  is  attacked  by  woodworm  (p.  15).  It 
should  be  pointed  out  that  the  top  section  of  an 
inro  is  regarded  as  a  lid,  so  that  an  inro  of  five 
sections  is  classed  as  a  four-compartment  inro. 

There  are  fifty  plates  in  this  attractive  book 
and  they  show  netsuke  as  one  wishes  to  see  them, 
not  ten  on  a  shelf,  or  ten  photographs  on  a  page, 
but  singly  and,  as  it  were,  taking  the  full  spot- 
light. This  in  itself  will  be  a  revelation  to  non- 
collectors,  and,  to  the  collector,  there  is  the  added 
interest  of  examples  by  rare  carvers  and  a  glimpse 
of  a  little-known  collection :  that  of  Joe  Hloucha 
in  the  Naprstek  Museum  from  which  many  of 
the  photographs  are  taken. — M.H. 

fflSTOIRE  ILLUSTREE  DE  LA  RUSSIE: 

By  Joel  Carmichael.  (Paris:  Collection  de 
L'Oeil,  NRF  Gallimard.  4to.  306  pages,  300 
plates,  36  pages  of  colour  plates.  Price,  60  new 
francs.) 

THIS  handsome  and  informative  book  sets  out 
to  serve  as  an  authoritative  introduction  to  the 
political  history  of  Russia,  doing  so  by  means  of 
a  prologue  and  chapters  dealing  respectively  with 
the  Opening  Phase,  The  Mongols,  The  Rise  of 
the  Muscovite  State,  Peter  the  Great,  Catherine 
the  Great,  Efforts  to  widen  the  nature  of  Tsarism, 
The  Intelligentsia,  Organizing  the  Opposition, 
TheEnd  of  Tsarism  and,  finally,  The  New  Order. 
An  index  is  provided,  but  it  is  to  be  regretted 
that  it  was  not  thought  necessary  to  include  a 
table  of  contents,  a  list  of  the  illustrations  and, 
above  all,  a  bibliography. 

Though  of  limited  length,  each  of  the  chapters 
covers  a  great  deal  of  ground  and  contrives  to 
present  a  clear,  continuous,  and  eminently  read- 
able account  of  Russian  history  from  the  time  of 
the  country's  conversion  to  Christianity  to  the 
death  of  Stalin,  but  not  all  the  sections  are 
uniformly  successful.  Those  which  deal  with 
the  earlier  periods  of  the  country's  past  reflect  a 
tinge  of  flippancy,  an  inclination  to  generalize 
unduly  and  a  love  of  anecdote  which  are  hardly 
in  keeping  either  with  the  character  of  the  book 
or  the  learning  of  its  author,  furthermore, 
although  the  author  has  quite  rightly  devoted 


considerable  attention  to  tracing  the  influence 
which  the  Mongols  and  Tartars  exercised  over 
the  life  and  habits  of  the  Russians — an  aspect  of 
the  Mongol  occupation  which  is  far  too  often 
neglected  by  historians — he  omits  to  consider 
sufficiently  the  effect  of  Byzantine  culture  on  the 
thought  and  aesthetic  opinions  held  by  the 
creative  sections  of  the  population  of  mediaeval 
Russia. 

Though  no  literature  in  the  real  sense  of  the 
word  was  produced  in  Russia  until  late  in  the 
eighteenth  century,  it  was  nevertheless  due  to  the 
humble  achievements  of  the  chroniclers  and 
theologians  of  the  earlier  periods  that  a  reading 
public  grew  up  which  was  able  in  Muscovite 
times  to  lay  the  foundations  that  helped  to  make 
the  creation  of  the  great  works  of  the  nineteenth- 
century  writers  possible.  These  earlier  achieve- 
ments, small  though  they  may  seem  in  compar- 
ison with  those  of  the  western  world,  were  won 
against  great  odds.  But  the  author  passes  them 
over  in  silence,  as  he  does  Peter  the  Great's 
activities  as  an  art  collector  and  other  events  of  a 
similar  character.  The  cruel  and  brutal  aspects  of 
Russian  life  tend  in  fact  to  be  emphasized  to  the 
exclusion  of  the  more  civilised  and  creative  ones, 
and  the  picture  which  emerges,  though  basically 
sound,  is  often  a  trifle  lop-sided  as  a  result.  In 
contrast,  the  chapters  dealing  with  the  nineteenth 
century  and  subsequent  periods  are  extremely 
well  done.  In  these  the  anecdotal  manner  and  the 
tendency  to  stress  one  aspect  of  a  situation  at  the 
expense  of  another  have  been  abandoned,  and 
the  reader  is  presented  with  a  gripping,  lucid  and 
judicious  appraisal  of  an  extremely  complex 
situation. 

As  its  title  indicates,  the  book  is  essentially  a 
political  history :  so  that  even  though  the  author 
refers,  when  essential,  to  the  salient  artistic  and 
cultural  developments,  he  relies  in  the  main  on 
his  illustrations  to  provide  the  aesthetic  as  well 
as  the  factual  background  to  his  grim  story. 
Since  each  plate  has  been  chosen  with  the  skill 
and  discernment  which  characterizes  L'Oeil,  all 
of  them  are  fascinating  and  of  lasting  interest; 
for  it  is  they  which  strike  and  maintain  the 
spiritual  and  creative  notes,  they  which  endow 
the  tale  with  perspective  and  vitality.  The  colour 
plates  are  of  excellent  quality  and  some,  as  for 
example,  that  showing  Rastrelli's  Church  of 
St.  Andrew  at  Kiev  and  that  of  Damame- 
Demartrais'  view  of  St.  Petersburg,  as  well  as  a 
good  many  of  the  other  colour  and  monochrome 
illustrations,  will  be  new  to  most  readers.  In 
fact,  it  is  largely  because  of  the  illustrations, 
though  not  entirely  so,  that  this  book  will  become 
an  essential  to  those  who  take  a  sincere  interest 
in  things  Russian. — T.T.R. 

FAUVES  AND  CUBISTS:  By  Umbro 
Apollonio.  (London:  B.  T.  Batsford.  £3  3s. 
net.) 

IN  England  art  criticism  and  art  historical  writing 
have  always  been  more  factual  and  down-to- 
earth  than  on  the  Continent,  and  as  more  and 
more  picture  books  of  colour  plates  initiated  by 
foreign  publishers  are  launched  on  the  English 
market,  it  has  become  clear  that  the  rather 
general,  theoretical  introduction,  which  may 
have  some  point  in  French,  German  or  Italian, 


means  very  little  when  translated  into  English. 
Fortunately  the  name  of  the  translator  of  the 
present  book  is  not  given,  for  he  has  so  complete- 
ly failed  in  his  task  that  Signor  Apollonio's 
Introduction,  in  which  inaccuracies  are  all  too 
frequent,  has  become  practically  meaningless, 
and  certainly  does  little  to  enhance  the  enjoyment 
or  appreciation  of  the  sixty-four  colour  plates. 
These  provide  a  reasonable  but  far  from  stim- 
ulating survey  of  some  of  the  outstanding  works 
of  the  Fauve  and  Cubist  artists,  including 
examples  by  lesser  men,  such  as  Manguin.Valtat, 
Marcousis  and  Picabia.  Unfortunately  in  the 
majority  of  the  plates  the  standard  of  colour  re- 
production is  poor.  It  is  difficult  to  understand 
why  an  English  publisher  should  have  felt  im- 
pelled to  add  this  book  to  his  list. — L.H. 

TURKISH  MINIATURE  PAINTING:  By 

Emel  Esin  (Rutland,  Vermont,  U.S.A.  & 
Tokyo,  Japan:  Charles  E.  Tuttle  Co.,  'Art 
Treasures  of  Asia'  series:  nf  x  8  J  in.,  34  pp., 
12  coloured  plates  and  2  pp.  of  monochrome. 
$2.50.  U.S.A.) 

IN  painting,  the  Turks  are  often  regarded  as  poor 
and  rather  dowdy  relations  of  the  Persians.  To 
such  an  attitude  this  admirable  book  should  prove 
a  salutary  corrective,  for,  while  the  painters  of 
Istanbul  never  attained  the  lyrical  charm  and 
technical  perfection  of  Herat  or  Tabriz,  they 
nevertheless  displayed  sterling  qualities  of  their 
own — in  particular  a  matter-of-fact  directness,  a 
notable  gift  for  evoking  atmosphere,  and  an 
habitual  manipulation  of  larger  compositions 
than  are  usually  found  among  Persian  works. 

The  author's  text  contains  much  interesting 
Turkish  lore,  and  she  succeeds  in  tracing  certain 
elements  in  the  miniatures  to  pre-Islamic  Turkish 
ideas.  But  her  interpretation  of  some  of  the 
details  may  be  a  little  far-fetched,  as  when  (in 
Plate  6  'Muhammad  praying  with  Khadija  and 
Ah')  the  routine  tile-pattern  of  stars  and  hexagons 
is  said  to  represent  'the  souls  of  believers'.  It  is,  in 
fact,  symptomatic  of  our  modern  neurotic  and 
introspective  mentality  that  most  western  critics 
seem  chronically  unable  to  look  at  oriental 
miniatures  in  a  straightforward  manner,  and  are 
never  content  until  they  have  wrung  some 
esoteric  significance  from  them  (how  the  artists 
would  have  laughed!). 

Hindu  painting,  of  course,  as  anyone  will  know 
who  has  read  some  of  the  recent  literature  on  it, 
is  a  vast  Freudian  playground  with  no  holds 
barred  and  not  a  trick  missed.  But  the  Persian  and 
Turkish  painters  had  a  less  complicated  approach 
to  their  craft.  They  were  illustrators,  pure  and 
simple,  and  this  book  helps  to  show  what 
accomplished  illustrators  they  often  were.  'Adam 
and  Eve'  (Plate  1)  by  the  painter  Kalender,  is 
perhaps  the  most  charming ;  Eve's  downcast  eyes 
but  firmly  set  mouth  indicate  that  she  knows 
both  what  she  wants  and  how  to  get  it,  whilst 
Adam,  clasping  her  hand,  looks  nervously  out  of 
the  picture  in  the  manner  of  a  guilty  schoolboy. 
Behind  them  lurks  a  smug-looking  serpent,  and 
in  the  background,  accompanied  by  a  peacock, 
Gabriel  watches  them,  finger  to  lips  in  an  agony 
of  apprehension,  for  all  the  world  like  an  anxious 
nursemaid  whose  charges  have  strayed  beyond 
her  control.  The  same  artist's  'Beast  of  the  Earth' 
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(Plate  2)  is  a  remarkable  invention,  but  the 
crowded  historical  scenes  (Plates  8-1 1)  arc  more 
typically  Turkish.  'Ezckicl  in  the  Valley  of  Dry 
Bones'  (Plate  3)  and  'Muhammad  on  Mount 
Hira'  (Plate  5)  are  also  outstanding. 

The  colour  reproductions  are  of  a  high 
standard,  so  far  as  one  may  judge  without 
knowing  the  originals,  which  are  all  from  un- 
published manuscripts  in  the  Turkish  libraries, 
those  vast  and  largely  unexplored  storehouses  of 
Islamic  pictorial  art.  Both  author  and  publisher 
are  to  be  congratulated  on  this  most  welcome 
book  which  breaks  new  ground  and  will  bring 
pleasure  to  layman  and  specialist  alike. — B.W.R. 

OLD  VENETIAN  GLASS:  By  Karel  Hettes. 
(London:  Spring  Books,  i960.  46  pp.,  72  Pis., 
of  which  7  in  colour.  Colour  frontispiece.  25s.) 

THE  purpose  of  this  book  is  summed  up  in  a 
discreet  note  tucked  away  at  the  very  end  of  the 
text:  'The  pictures  in  this  book  are  mostly  of 
hitherto  unpublished  pieces  of  Venetian  glass 
from  the  large,  well-known  collection  of 
Vojterh  Lanna,  now  in  the  Prague  Museum  of 
Industrial  Art.  For  this  reason  the  text  is  also 
concerned  largely  with  this  collection  ...  It  has 
been  the  intention  of  the  authors  to  complement 
the  existing  literature  on  the  subject  by  some 
information  on  the  influence  of  Venice  on  glass- 
making  in  Central  Europe'.  Within  these 
modest  limits  this  book  achieves  its  purpose.  The 
text,  though  short,  is  up-to-date  and  has  the 
benefit  of  having  Gasparetto's  II  Vetro  di  Murano 
behind  it.  Over  half  of  it  is  devoted  to  the  growth 
of  the  Venetian  glass-industry  up  to  about  the 
middle  of  the  fifteenth  century.  This  is  well  done 
and  produces  an  interesting  narrative.  The  dis- 
cussion of  the  glasses  themselves,  however,  is 
treated  comparatively  cursorily,  and  after  five 
pages  have  been  devoted  to  the  enamelled  glasses 
of  the  late  fifteenth  and  early  sixteenth  centuries, 
there  are  only  nine  left  for  a  discussion  of  all  the 
other  types  of  the  sixteenth  to  the  eighteenth  cen- 
turies inclusive;  although  admittedly  much 
scattered  information  may  be  gleaned  from  the 
captions  to  the  plates.  The  overall  effect  is,  in 
consequence,  somewhat  unbalanced. 

This  book  was  presumably  written  before 
Inspektor  Boesen's  Venetian  Glass  at  Rosenborg 
(i960)  had  appeared,  to  warn  us  all  that  shapes 
and  types  of  decoration  hitherto  regarded  as  of 
seventeenth-  or  even  sixteenth-century  date  may 
in  fact  have  been  used  in  the  eighteenth  century. 
Using  the  Rosenborg  glasses  as  criteria,  one 
might  judge  that  the  pieces  on  pis.  17  ('sixteenth 
century'),  34,  58,  60,  and  61  ('sixteenth-seven- 
teenth century')  would  be  better  captioned 
'seventeenth-eighteenth  century'.  It  is  difficult  to 
see  how  the  glass  on  pi.  14  could  be  'first  half  of 
sixteenth  century'  if  'this  kind  of  beaker  is 
represented  in  and  copied  from  an  Italian  en- 
graving of  the  second  half  of  the  sixteenth  cen- 
'  tury'.  It  is  in  fact  probably  late  sixteenth  or  early 
seventeenth  century  in  date.  Since  Armenia 
Vivarini  did  not  receive  a  patent  for  making 
glass-galleys  until  1521,  and  they  were  still  being 
produced  in  quantity  in  1569;  and  since  a  galley 
,  made  at  Beauwelz,  in  Belgium,  was  presented  to 
the  Emperor  Charles  V  in  1549,  it  would  per- 
haps be  safer  to  date  the  similar  model  on  pi.  19 


to  the  middle  or  second  half  of  the  sixteenth 
century.  In  short,  the  dating  throughout  has  a 
tendency  to  be  on  the  early  side. 

The  English  translation  is  011  the  whole  well 
done;  although  certain  semi-technical  terms 
sometimes  appear  in  curious  guises.  What  is  a 
'wreath  terminating  in  a  notched  stream'  (p.  18) 
and  what  is  'oven-moulded'  glassware  (pp.  19, 
22)  ?  Or  a  'pipe-shaped  goblet'  (p.  27)  ?  'Cutters 
and  carvers'  (p.  30)  are  presumably  equated  with 
'Schleifer  und  Schneider'.  It  is  misleading,  on 
pp.  17  and  32,  to  say  that  the  glass  of  PI.  5  'is 
represented  in  the  altarpiece  of  Tommaso 
Portinari  (Uffizi  Gallery,  Florence)'. 

The  plates  are  mainly  reasonably  good,  al- 
though a  predilection  for  'artistic'  shots  and 
fussy  'period'  backgrounds  frequently  distracts 
attention  from  the  object  photographed — a 
common  fault,  it  seems,  in  modern  Czech  pub- 
lications. It  is  nevertheless  good  to  see  what  the 
famous  Prague  Museum  possesses  by  way  of 
Venetian  glass,  and  this  wealth  of  illustration, 
together  with  the  information  regarding  Vene- 
tian and  Venetian-style  glass  in  Bohemia,  will 
assure  Dr.  Hettes's  book  of  a  welcome. — R.J.C. 

VENETIANSKE  GLAS  P  A  ROSENBORG: 
(VENETIAN  GLASS  AT  ROSENBORG 
CASTLE.)  By  Gudmund  Boesen.  (Copen- 
hagen: G.  E.  C.  Gads  Forlag,  i960;  95  pages 
and  141  figures  with  text:  4  Colour  Plates. 
With  parallel  texts  in  Danish,  English  and 
Italian.) 

IN  1708  Frederick  rV  of  Denmark  set  out  on  a 
Grand  Tour  which  brought  him  at  the  very  end 
of  that  year  to  Venice.  Although  he  was  travelling 
incognito,  his  presence  was  known  to  the  Venetian 
authorities,  and  on  New  Year's  Day,  1709,  he 
received  a  deputation  from  the  Senate  bearing 
the  traditional  diplomatic  gift  of  a  rinfresco, 
consisting  of  food  and  drink,  candles,  and  glass. 
By  analogy  with  other  rinfreschi,  it  seems  likely 
that  the  glasses  numbered  between  two  and  three 
hundred  pieces.  To  these  the  King  added  by 
purchase  another  five  hundred  or  so  pieces, 
installing  the  whole  collection  in  1714  in  a  glass- 
cabinet  at  Rosenborg  Castle,  undoubtedly  in- 
spired by  the  porcelain-rooms  then  favoured  by 
other  contemporary  monarchs.  This  cabinet  still 
exists,  and  the  book  under  review  provides  a 
commentary  on,  and  a  catalogue  of,  its  content  of 
Venetian  glasses,  written  by  Inspektor  G.  Boesen, 
Curator  of  the  Rosenborg  collections. 

The  importance  of  this  collection,  as  a  datable 
ensemble,  has  long  been  recognized,  but 
Inspektor  Boesen's  book  puts  the  whole  material 
in  a  perspective  which  substantially  enhances 
that  importance.  By  a  study  of  the  Danish  and 
Venetian  archives  he  is  able  to  account  for  the 
presence  of  many  of  the  glasses  at  Rosenborg  as 
early  as  1718,  and  to  set  them  against  a  back- 
ground of  current  Venetian  production  in  the 
first  quarter  of  the  eighteenth  century.  The 
glasses  fall  into  four  categories  explicitly  recog- 
nized as  such  in  contemporary  Venetian  sources 
— cristallo,  or  colourless  glass,  albeit  with  every 
sort  of  wrought  and  applied  coloured  decoration ; 
Jiligranc,  with  systems  of  enclosed  opaque-white 
threads,  usually  known  in  English  parlance  as 
latticinio;  glasses  coloured  in  the  mass,  of  which 


by  far  the  most  important  at  this  period  was  the 
white  opalescent  glass  here  convincingly  identi- 
fied with  the  girasol  of  the  records;  and  lastly 
cristallo  ad  uso  di  Boemia,  the  Venetian  version  of 
that  engraved  potash-lime  glass  which  developed 
in  the  German  lands  in  the  second  half  of  the 
seventeenth  century  and  began  to  oust  Venetian 
cristallo  from  its  dominant  position  as  the  luxury- 
glass  par  excellence. 

As  far  as  the  first  two  of  these  categories  are 
concerned,  Inspektor  Boesen's  book  introduces 
a  new  perspective,  and  forces  the  realization  that 
forms  which  have  always  been  considered 
typically  sixteenth  or  seventeenth  century  in 
character  in  fact  lingered  well  on  into  the 
eighteenth  century.  It  is  safe  to  say  that  as  a  result 
of  his  work  much  relabelling  will  have  to  be 
undertaken  in  the  Museums  of  the  world. 
Particularly  interesting  is  the  evidence  for  the 
continuation  of  diamond-point  engraving  into 
the  eighteenth  century  (one  feels,  however,  some 
reservation  in  the  case  of  the  tazza  of  figs.  97-98, 
the  decoration  of  which  is  so  markedly  better 
than  that  of  the  other  pieces  of  this  genre,  and 
fits  in  with  glass  which,  on  other  grounds,  may 
be  considered  of  seventeenth-century  date).  The 
predominance  of  freely  modelled  fruits  and 
flowers  is  properly  stressed — there  is  a  difference 
between  the  applied  decoration  on  these  glasses 
and  that  on  seventeenth-century  examples.  The 
mastery  of  ruby-glass  outside  Germany  at  this 
period  is  intriguing,  although  not  discussed  by 
the  author.  Perhaps  most  interesting  of  all, 
however,  is  the  last  of  the  categories  mentioned 
— the  glasses  ad  uso  di  Boemia.  Here  Inspektor 
Boesen  makes  out  a  conclusive  case  for  the 
existence  in  Venice  at  this  date  of  a  branch  of  the 
glass-industry  making  a  potash-glass  (albeit 
probably  of  a  modified  composition  and  worked 
unwontedly  thin)  with  engraved  decoration. 
This  decorative  technique  had  no  roots  in  Venice 
and  was  probably  practised  by  immigrant 
German  craftsmen,  who  were,  however,  forced 
to  adapt  their  technique  to  the  thin  blanks  blown 
for  them.  Inspektor  Boesen's  deployment  of  this 
evidence  is  wholly  satisfactory,  although  one 
wonders  whether  a  case  could  not  be  made  out 
for  a  German  origin  of  the  more  substantial 
'sick'  glasses  of  figs.  135-137. 

With  the  work  of  Gasparetto  and  other 
Italians,  the  long-neglected  history  of  Venetian 
glass  seems  to  be  coming  into  its  own,  and 
Inspektor  Boesen's  book  will  be  an  indispensable 
instrument  for  any  further  work  on  the  Venetian 
glass  of  the  eighteenth  century.  English  readers 
will  be  grateful  for  the  very  full  English  text,  on 
the  whole  extremely  competently  done  but 
occasionally  (e.g.,  pp.  73  and  75)  floundering 
in  an  unfamiliar  specialized  field. — R.J.C. 

BOOK  PRODUCTION  NOTES 

by  Ruari  McLean 

EMIL  Schulthess's  Antarctica  (just  published  in 
England  by  Collins  at  four  guineas)  contains 
without  doubt  the  most  superb  photographs  ever 
taken  of  that  already  much-photographed  con- 
tinent, and  is  one  of  the  finest  picture  books  of 
recent  years.  Schulthess,  whose  magnificent 
photographs  of  Africa  for  Du  were  published  by 
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Collins  last  year,  joined  the  American  Naval 
Operation  Deep  Freeze  IV  which  formed  part  of 
the  International  Geophysical  Year  explorations 
of  The  Antarctic :  the  result  is  this  book,  with 
photographs  in  black-and-white  and  colour, 
taken  on  land,  at  sea,  from  the  air,  and  even 
while  suspended  from  a  crane  above  an  ice- 
breaker's bows  at  the  moment  of  ice-breaking. 

The  book  is  oblong,  8  in.  X  I3f  in.,  an  awk- 
ward shape,  but  the  Antarctic  is  very  horizontal. 
In  this  apparent  waste  of  whiteness,  Schulthess 
finds  a  wonderful  variety  of  subjects,  and  colours : 
the  textures  of  stones,  rocks,  lichens:  seals, 
penguins,  skuas,  men  working  and  relaxing ;  and, 
against  the  varying  blues  of  ice  and  sky,  the 
brilliant  mechanistic  reds  and  yellows  of  helicop- 
ters and  Globemaster  aircraft. 

The  design  of  the  book,  in  the  clinical  Swiss 
style  already  perfected  by  Schulthess  in  his 
previous  work,  is  irreproachable:  the  gravure 
printing  is,  as  always,  superb;  the  illustrations 
were  printed  by  Imago  of  Zurich,  the  text  by 
Regina  of  Zurich.  The  total  printing  edition  was 
30,000  copies. 

International  Production 

A  book  illustrating  the  international  nature  of 
much  modern  art  book  production  is  The  Art  of 
the  T'ang  Potter,  by  Mario  Prodan,  recently 
published  by  Thames  &  Hudson,  £6  6s.  The 
blockmaking  and  colour  printing  was  done  in 
Leeds,  the  letterpress  text  was  printed  in  Utrecht, 
the  monochrome  plates  in  Mulhouse,  and  the 
binding  was  executed  at  The  Hague. 

This  exploiting  of  the  various  techniques  of 
different  countries  is  what  Sir  Francis  Meynell 
used  to  do  with  his  Nonesuch  books;  and 
although  the  typography  in  this  case  does  not 
sparkle  with  the  Nonesuch  brilliance  the  result  is 
certainly  a  most  attractive  and  unified  whole.  A 
distinctive  character  is  established  at  once  by  the 
choice  of  a  biscuit-coloured  text  cartridge  paper, 
on  which  the  text  is  printed  in  'Monotype' 
Baskerville;  the  colour  plates  (beautifully  printed 
by  Partridge  Printers  from  blocks  made  by 
Gilchrist)  are  tipped  onto  this  paper  and  the 
captions,  usually  quite  long,  are  wisely  placed  on 
the  facing  pages.  The  monochrome  plates  are 
printed  gravure  by  Braun  on  a  white  cartridge, 
in  alternate  sections  with  the  coloured  text  paper. 
The  page  size  is  12  in.  x  of  in.  and  the  book's 
appearance  is  entirely  worthy  of  its  subject. 

'Contemporary'  Typography 

The  typographic  design  of  books  on  contemp- 
orary art  is  usually  unsatisfactory.  Many  publish- 
ers appear  to  think  that  if  the  subject  is  cubism, 
for  example,  the  text  has  to  be  set  in  sans  serif  to 
a  measure  of  50  ems,  and  the  striving  after 
'modernity',  in  other  words  eccentricity,  is  all 
too  obvious.  A  truly  contemporary  feeling, 
without  absurdity,  is  rare.  It  is  seen,  together  with 
outstanding  litho  printing,  in  Modern  Art 
Yesterday  and  Tomorrow,  published  by  Georges 
Bernier  in  Paris  and  by  Zwemmer  in  England 
(52s.  6d.).  The  book  consists  of  material  originally 
published  in  L'Oeil,  now  appearing  for  the  first 
time  with  an  English  text.  The  printing,  by 
Imprimeries  Reunies  S.  A.  of  Lausanne,  includes 
superb  reproductions  in  monochrome  and  thirty 


Books  and  The 
Belgrave  Library 

Readers,  especially  in  some  of  the  remoter 
parts  of  the  world,  may  like  to  know  that 
any  book  reviewed  on  these  pages,  or 
shown  under  'Books  Received',  can  be 
ordered  by  post  from  The  Belgrave 
Library,  22  Armoury  Way,  London, 
S.W.18. 


plates  in  colour  on  cartridge  and  on  coated  paper. 
The  layout  by  Robert  Delphire  demonstrates  the 
virtues  of  directness  and  simplicity  which  are 
necessary  when  dealing  with  complicated  and 
varied  visual  material.  This  is  one  of  the  most 
attractive  books  on  modern  art  we  have  seen  for 
some  time. 

Collector's  Piece 

A  modest  but  entirely  praiseworthy  small  book 
on  the  work  of  the  painter  Victor  Pasmore  has 
just  been  published  by  the  Department  of  Fine 
Art,  King's  College,  in  the  University  of 
Durham.  It  is  designed  by  Richard  Hamilton  and 
printed  in  the  King's  College  own  printing 
section.  Obtainable  from  Alec  Tiranti,  72 
Charlotte  Street,  London,  W.i,  at  only  6s.,  it  is 
a  collector's  piece. 

BOOKS  RECEIVED 

(The  inclusion  of  a  book  in  this  list  does  not 
preclude  us  from  publishing  a  review  later.) 

Books  in  Print.  Biography.  London:  Hansom 
Books  (21  Lower  Belgrave  Street,  Bucking- 
ham Palace  Road,  S.W.i).  3s.  per  copy.  42s. 
per  annum. 

The  Artist's  Methods  and  Materials:  By 

Maria  Bazzi.  Translated  by  Francesca  Priuli. 
London:  John  Murray.  25s.  net. 

An  Anthology  of  Canadian  Art:  Edited  by 
Robert  H.  Hubbard.  Oxford  University  Press. 
£2  4s.  net. 


ill  —  Ti  ranti 

As  specialists  we  carry  one  of 
the  largest  stocks  in  the  world 
on  fine  arts.  Enquiries  for  books 
reviewed  here  or  any  other  art 
book,  will  have  our 
immediate  attention. 


72  Charlotte  Street  London  W.I 


The  British  Council  Annual  Report.  1959- 

60.  London:  The  British  Council  (Press 
Relations  Section,  65  Davies  Street,  W.i). 
2S.  6d.  (obtainable  through  H.M.S.O.  or  any 
bookseller). 

The  Museums  Journal.  Volume  60.  Numbers 
8-12.  November,  December  i960  and 
January,  February,  March  1961.  Loudon: 
The  Museums  Association  (33  Fitzroy  Street, 
Fitzroy  Square,  W.i).  4s.  each. 

Chests  of  Drawers  and  Commodes  in  the 
Victoria  &  Albert  Museum:  By  J.  F. 

Hayward.  London:  H.M.  Stationery  Office. 
3s.  net. 

Soprintendenza  alle  Gallerie  della  Cam- 
pagna.  Laboratorio  di  Conservazione. 
IV.  Mostra  di  Restauri.  Catalogo.  Naples 
Art  Galleries  (Bruno  Molajoli,  Direttore  del 
Museo  di  Capodjmonte,  Naples). 

Handbook  of  the  Lillian  Thomas  Pratt 
Collection  of  Russian  Imperial  Jewels:  By 

Parker  Lesley.  Richmond,  Virginia,  U.S.A.: 
The  Virginia  Museum  of  Fine  Arts. 

World  Collectors  Annuary.  Volume  XI 

(1959):  By  Fred  A.  van  Braam.  Zandvoort 
on  Sea,  Holland:  World  Collectors  Annuary 
(P.O.  Box  No.  19).  ^17  10s.  including  Index, 
packing  and  postage.  U.S.A.  $49  •  50. 

Eskimo  Sculpture:  By  Jorgen  Meldgaard. 
London:  Methuen&  Co.  Ltd.  15s.  net. 

National  Portrait  Gallery.  One  Hundred 
and  Third  Annual  Report  of  the  Trustees 
1959-60.  London:  H.M.  Stationery  Office, 
is.  6d.  net. 

Deutsches  Glas  aus  fiinf  Jahrhunderten:  By 

Johannes  Jantzen.  Dusseldorf,  Germany: 
Kunstmuseum  der  Stadt  (Ehrenhof  5). 

Catalogue  of  Paintings.  City  Museum  and 
Art  Gallery,  Birmingham:  By  John  Wood- 
ward. Foreword  by  Mary  Woodall.  Birming- 
ham: City  Museum  and  Art  Gallery. 

The  Tate  Gallery  Report  1959-60.  London: 
H.M.  Stationery  Office.  5s.  net. 

Art  de  France.  Revue  annuelle  de  Part  ancien 
et  moderne.  No.  1.  Paris:  Art  de  France  (15 
Boulevard  St.  Germain,  Vie).  60  NF. 

Ming  Lacquer.  An  Exhibition  arranged  by 
Bluett  &  Sons:  With  an  Introduction  by  Sir 
Harry  Garn«r.  London:  Bluett  &  Sons  (48 
Davies  Street,  W.i). 

The  Little  Library  of  Art.  Miro,  1924-1940 
and  Miro,  1940-1955:  By  Guy  Weelen. 
Picasso,  Papiers  Colles:  By  Herta  Wescher. 
Utrillo.  Churches:  By  J.-P.  Crespelle. 
London:  Methuen.  2s.  6d.  net  each. 
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Contributed  by  Adrian  Bury 


Round  about  the  Galleries 


Fine  Art  Watercolours 

THE  exhibition  of  old  English  water- 
colours  now  at  the  Fine  Art  Society,  (143, 
New  Bond  Street),  in  its  variety  and  quality,  is  a 
connoisseur's  delight.  It  is  also  remarkable  in 
that  so  many  important  works  are  still  'at  large', 
as  it  were,  since  we  are  sometimes  told  that  it  is 
next  to  impossible  to  find  such  examples  outside 
the  museums.  Yet  the  Fine  Art  Society  has  put 
up  certain  individual  watercolours  that  com- 
pare not  unfavourably  with  those  that  I  have 
seen  in  official  keeping. 

Although  Turner  left  innumerable  works  of 
all  kinds  to  the  nation,  there  are  still  many 
watercolours  by  him  coming  and  going  in  the 
market,  and  the  present  exhibition  includes 
early  and  late  ones,  such  as  The  Windmill,  1797, 
and  the  1843  Castle  of  Soimecken  on  the  Rhine.  I 
was  specially  interested  in  the  artist's  view  of  La 
Riccia,  after  a  drawing  by  Hakewill  (c.  181 5), 
engraved  by  Pye  in  18 19,  for  C.  Hakewill's 
Italy,  exhibited  at  Cooke's  Gallery  in  1824  and 
recorded  by  Armstrong  and  Rawlinson.  By 
chance,  a  day  or  two  previously,  I  had  been 
looking  at  Francis  Towne's  version  (British 
Museum)  of  the  same  subject  from  the  identical 
vantage  point.  The  extreme  difference  in  styles 
is  a  lesson  in  personal  visions,  but  it  is  precisely 
this  individual  sense  of  beauty  that  enriches  the 
school  as  a  whole. 

In  the  works  of  David  Cox,  for  instance,  his 
'handwriting'  is  essentially  his  own,  Nobody 
with  knowledge  can  ever  mistake  it  for  any- 
body else's,  and  yet  all  the  great  watercolourists 
were  linked  to  a  tradition.  Cox's  1836  Llandudno 
at  the  Fine  Art  Society  is  inscribed  all  over  with 
his  vision  and  touch.  In  this  example  he  has  con- 
centrated on  the  crowd  of  figures  in  the  fore- 
ground: and  how  brilliantly  they  are  material- 
ised against  that  delicate  impression  of  fore- 
ground houses  and  background  hills.  Cox  ex- 
hibited seven  Welsh  subjects  at  the  Society  of 
Painters  in  Water-Colours  in  1836,  but  this 
Llandudno  is  not  among  tham.  Wales,  how- 
ever, was  the  artist's  happiest  hunting  ground 
from  the  early  days  of  his  first  visit  in  1805  to 
1856,  the  last  one  he  made  to  Bettws-y-Coed  in 
a  sequence  of  annual  visits  for  twelve  years. 

Among  other  masters  represented  by  good 
examples  in  this  exhibition  are  T.  S.  Boys, 
Callow,  Prout,  Constable,  J.  S.  Cotman  and 
Grimm. 

Finally,  a  word  of  praise  for  an  amateur  who 
added  a  respectable  quota  to  watercolour 
achievement.  There  are  works  by  Amelia  Long, 
Lady  Farnborough,  that  hold  their  own  in 
select  company,  and  she  is  to  be  seen  at  her  best 
in  The  Back  River,  Norwich:  but  then  she  was 
Tom  Girtin's  favourite  pupil.  With  her  authentic 
talent  and  such  a  master  to  instruct  her  she  could 
not  be  other  than  a  good  artist. 


Unknown  Richard  Wilson 

THE  discovery  of  an  unrecorded  Richard 
Wilson  is  something  of  an  event,  and  a  good  one 
(39i  X  49i  ins.)  in  a  fine  state  of  preservation  is 
that  entitled  Solitude  (Frank  T.  Sabin,  Park 
House,  Rutland  Gate).  It  came  from  the  collec- 
tion at  Aldcrcar  Hall,  Heanor,  Derbyshire  where 
it  has  been  for  a  very  long  time.  The  artist 
frequently  repeated  his  subjects,  particularly 
those  that  sold,  and  there  are  several  versions  of 
Solitude,  notably  among  the  Wilsons  in  Colonel 
M.  H.  Grant's  Collection,  and  the  one  as  having 
belonged  to  Dudley  Wallis.  Some  are  much 
alike,  others  vary  considerably  in  composition. 
The  sentiment,  however,  is  the  same  in  all, 
founded  it  is  said  on  some  lines  from  Thomson's 
Summer  in  his  poem  The  Seasons.  In  the  picture 
at  Park  House  the  tree  painting  is  conspicuous 
for  Wilson's  devoted  understanding  of  arboreal 
form  and  foilage,  while  the  sunlight  coming 
from  the  left,  and  illuminating  the  far  distance 
beyond  the  bridge  in  shadow,  can  only  be 
described  as  magical.  A  religious  ceremony 
with  persons  kneeling  before  a  cross  can  clearly 
be  discerned  under  the  trees  on  the  horizon. 
There  is  a  drawing  connected  with  this  subject 
in  the  British  Museum,  and  Woollett  and  Ellis 
engraved  a  Solitude  in  1778,  dedicating  the  plate 
to  Sir  George  Beaumont. 

Rubens'  Grandparents 

TWO  important  early  sixteenth-century  Dutch 
portraits  by  Jacob  van  Utrecht  at  the  Wilden- 
stein  Gallery  (147  New  Bond  Street),  have 
unique  art-historical  association.  They  are  of 
Rubens'  grandparents,  Barthelemy  Rubbens  (so 
spelt),  an  apothecary  born  about  1500,  and  his 
wife  Barbe  Arents,  who  were  married  in  1529. 
Their  son  was  Jan  Rubens,  lawyer  and  alderman 
of  Antwerp,  who  espoused  Marie  Pypelinex. 
The  family  armorial  bearings  are  painted  on  the 
reverse  of  the  woman's  portrait,  and  this  led  to 
the  identification  of  these  two  portraits. 

Recalling  the  splendid  career  of  Peter  Paul 
Rubens,  not  only  as  artist  but  diplomatist  and 
friend  of  the  great  potentates  of  his  time,  his 
heredity  is  a  matter  of  unusual  interest.  One  con- 
templates these  two  serene  faces  with  a  certain 
awe,  for  they  link  our  own  turbulent  times  with 
the  religious  and  dynastic  convulsions  of  six- 
teenth-century Europe,  which  had  a  tragic  effect 
on  the  Rubens'  family.  That  the  artist's  grand- 
parents were  persons  of  distinction  may  be  seen 
at  a  glance  from  these  portraits,  but  their  son, 
Jan  Rubens,  won  as  unenviable  a  notoriety  as  his 
son,  Peter  Paul,  in  turn,  gained  universal  admira- 
tion and  respect.  Jan's  troubles  began  when  he 
was  proscribed  for  his  religious  opinions  by  the 
Spanish  Governor  of  the  Netherlands,  the  Duke 
of  Alba,  and  fled  from  Antwerp  to  Cologne. 
Entering  the  service  of  William  of  Orange  he 


risked  his  life  by  an  intrigue  with  the  Prince's 
second  wife,  Anne  of  Saxony.  Jan  Rubens  was 
imprisoned  for  many  years,  and  though  eventu- 
ally released  on  payment  of  a  heavy  fine  he  was 
a  ruined  man.  He  and  his  wife  were  allowed  to 
return  to  Cologne  and  Jan  died  there  in  1587 
when  his  son,  the  artist  to  be,  was  ten  years  old. 
Thanks  to  the  courage  and  resolution  of  his 
mother,  Rubens  received  a  good  education,  and 
entered  a  noble  family  as  a  page  before  begin- 
ning his  art  studies  under  Tobias  Verhaect,  a 
relative.  How  far  Rubens'  ambition  was  affected 
by  the  tribulations  of  his  parents  is  of  course  a 
matter  of  speculation,  but  it  is  possible  that  he 
determined  all  the  more  to  rehabilitate  by  his 
own  genius  the  dignity  of  the  family.  Because 
these  portraits  are  of  the  artist's  grandparents 
they  have  a  poignant  appeal,  quite  apart  from 
the  fact  that  they  are  works  of  antiquity  and 
singular  beauty. 

On  panel  (22^  X  15  ins.),  they  come  from  an 
English  private  collection,  but  have  been  ex- 
hibited at  Los  Angeles  (1933),  Wildenstein, 
London  (1959),  the  Musee  des  Beaux  Arts, 
Ghent  (i960),  and  reproduced  and  catalogued 
accordingly  in  the  various  relevant  exhibitions 
of  great  works  of  art. 

Lewis  and  Landseer 

AFTER  enjoying  phenomenal  success  when  it 
began  in  1805,  the  Old  Water-Colour  Society, 
now  the  R.W.S.  ran  into  rough  weather,  and 
hopefully  reconstituted  itself  as  the  Oil  and 
Water-Colour  Society  for  a  time  but  soon 
reverted  to  its  original  status.  Looking  at  a  large 
and  marvellously  wrought  picture,  The  Intro- 
duction to  the  Harem,  by  J.  F.  Lewis  at  Messrs. 
Frost  and  Reed  (41,  New  Bond  Street)  reminded 
me  of  this  piece  of  art  history,  for  it  was  at  the 
Oil  and  Water-Colour  Society  that  Lewis,  not 
then  fifteen,  came  before  the  public  for  the  first 
time.  From  that  moment  he  enjoyed  a  crescendo 
of  acclaim.  R.A.'s  bought  the  boy's  pictures,  Sir 
Thomas  Lawrence  employed  him  to  sketch 
animals  and  backgrounds  for  some  of  his  por- 
traits, and  George  IV  invited  him  to  paint  deer 
and  sporting  subjects  in  the  Windsor  Great 
Park.  Lewis,  however,  escaped  from  this 
rhythm  of  premature  success  and  went  off  to 
the  continent  and  near  East  where  he  gathered 
materials  for  such  pictures  as  The  Introduction  to 
the  Harem.  He  did  many  other  subjects,  of 
course,  but  the  oriental  mood  persisted  through- 
out his  life.  The  work  at  Messrs.  Frost  &  Reed's 
is  dated  1873,  three  years  before  his  death  in 
1876. 

In  the  meantime  Lewis  enjoyed  all  the  cele- 
brity that  any  artist  can  reasonably  expect.  He 
followed  Copley  Fielding  as  President  of  the 
Water-Colour  Society  but  resigned  in  1858 
because  he  had  ambitions  of  becoming  a  Royal 
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Academician  (in  those  days  one  could  not  belong 
to  both),  which  honour  he  achieved  in  1865. 

Known  mostly  for  his  highly  finished  water- 
colours  of  Eastern  subjects,  his  pictures  of 
animals  are  also  masterly,  and,  if  we  cannot 
agree  with  Ruskin's  hyperbole  in  this  respect, 
Lewis  was  an  outstanding  artist  and  fascinating 
personality.  The  high  prices  he  received  did  not 
mean  that  he  amassed  great  wealth,  as  he  took 
months  to  complete  a  picture  and  his  output 
was  thus  restricted.  The  Introdidction  to  the  Harem 
is  said  to  have  taken  a  year  to  execute.  It  came 
from  the  collections  of  Abel  Buckley  and  S.  G. 
Holland,  and  was  exhibited  at  the  Art  Treasures 
and  Royal  Jubilee  Exhibitions,  Manchester  in 
1878  and  1887  respectively.  Measuring  29 \  x 
41  ins.,  the  picture  retains  its  brilliant  colouring 
and  is  still  in  its  original  and  appropriately 
attractive  frame. 

Landseer  Returns 

WHILE  on  the  subject  of  prodigies,  is  there  any- 
thing about  animals  that  develops  artistic  genius 
quicker  than  landscape  or  portrait?  With  Land- 
seer much  in  the  news  as  a  result  of  his  come- 
back at  the  Royal  Academy,  I  was  deeply  im- 
pressed by  the  precocity  of  a  drawing  done  by 
this  artist  at  the  age  of  sixteen,  and  now  to  be 
seen  at  Messrs.  Spink  &  Son  (5/7  King  Street, 
St.  James's).  Representing  a  team  of  horses  with 
a  plough,  this  work  was  a  harbinger  of  the  great 
career  to  come.  There  are  even  earlier  drawings 
by  Landseer  which  are  quite  as  extraordinary  in 
their  way.  He  exhibited  at  the  Oil  and  Water- 
Colour  Society  when  he  was  fourteen,  and  it  is 
interesting  that  he  and  J.  F.  Lewis  were  close 
friends.  The  two  families  shared  the  same  house 
in  Queen  Anne  Street  for  a  time. 

Another  genius  for  animal  subjects  who 
would  have  been  as  great  as  Lewis  or  Landseer, 
had  he  not  been  killed  in  the  first  world  war, 
was  Brian  Hatton.  Many  drawings  of  horses  done 
when  he  was  a  child,  and  subsequently,  fully 
justified  G.  F.  Watt's  opinion  that  he  would 
have  been  as  important  as  any  master  in  the 
English  School  had  he  lived.  There  is  a  represent- 
ative collection  of  Hatton's  work  at  the  Here- 
ford Art  Gallery. 

Returning  to  the  selective  exhibition  of  old 
drawings  and  paintings  at  Spinks,  I  would 
specially  commend  Gainsborough's  landscape, 
Castle  Amongst  Trees  (6  x  7!  ins.).  Few  artists 
have  been  able  to  convey  in  chalk  with  such 
tender  poetic  feeling  the  beauty,  movement  and 
mystery  of  tree  form,  and  with  so  economic  a 
touch.  Gainsborough  enchants  us  with  a  style 
invariably  distinguished.  This  drawing  came 
from  the  Herbert  Home  Collection  and  is 
illustrated  in  Armstrong's  Gainsborough  (p.  160) 
and  also  in  Mrs.  A.  Bell's  book  on  the  same 
artist.  Other  works  of  importance  in  this  ex- 
hibition are  by  John  Varley,  J.  C.  Ibbetson, 
Chinnery  and  Francis  Nicholson. 

The  Gifted  Sartorius 

AS  that  astute  scholar  of  sporting  art,  Walter 
Shaw  Sparrow  had  reason  to  know,  Sartorius 
'is  a  troublesome  name  in  research'.  There  were 
four  generations  working  concurrently  from 
the  middle  of  the  eighteenth  century  to  the 


1820's,  but  J.  N.  Junr.,  son  of  Francis,  and 
grandson  of  J.  N.  Senior,  was  the  most  gifted 
member  of  the  family.  An  unusually  good 
example  of  his  work  at  the  St.  James's  Galleries 
(75  Jermyn  Street)  demonstrates  not  only  his 
skill  as  a  painter  of  horses  but  his  ability  to  put 
them  into  an  atmospheric  landscape  with  a  good 
sky.  Measuring  32  x  41^  ins.,  the  subject  is 
Bellissima  beating  Warter  and  Diamond  at  the 
Oxford  Races,  and  is  so  inscribed  by  the  artist. 
Bellissima  was  a  bay  filly  foaled  in  1795  by 
Phaenomenon  out  of  Wren.  She  also  won  the 
July  Stakes  at  Newmarket  in  1797,  the  Oaks  in 
1798,  ran  second  in  the  Claret  Stakes  the  follow- 
ing year,  and  won  the  King's  Plate  in  1800.  This 
member  of  the  Sartorius  family  exhibited  more 
or  less  regularly  at  the  Free  Society  and  Royal 
Academy  from  1780  to  1824.  In  fact  he  showed 
seventy-eight  pictures  at  the  latter. 

Pere  et  Fille  at  Worthing 

THE  work  of  Mark  Fisher  R.A.,  and  that  of  his 
daughter,  Mrs.  Fisher  Prout,  A.R.A.,  has  long 
been  known  to  artists  and  the  public  who  delight 
in  sincere  technique  applied  to  subjects  of  land- 
scape and  animal  interest.  Mark  Fisher  was  born 
in  1841  in  Boston,  Massachusetts,  of  Anglo- 
Irish  parentage,  studied  first  under  George 
Innes,  later  travelling  extensively  in  Europe  and 
studying  in  Paris.  He  was  influenced  by  the 
ideas  of  Manet  and  the  Younger  school  of 
French  painters.  Settling  in  England,  he  inter- 
preted the  beauty  of  the  English  countryside 
with  profound  feeling,  and  his  fine  drawing, 
sense  of  colour  and  atmosphere  were  always 
conspicuous  at  the  Royal  Academy  and  other 
exhibitions.  He  died  in  1923. 

Much  admired  by  his  French  contempor- 
aries, letters  quoted  by  John  Rewald  in  an  article 
in  The  Burlington  Magazine  reveal  Camille 
Pissarro's  opinion.  In  1883  Lucien  wrote  to  his 
father  apropos  Mark  Fisher's  work  as  follows: 

'C'est  Marc  Fisher,  paysagiste,  qui  dessine  les 
arbres  d'une  facon  tres  savante  et  il  peint  large- 
ment.  II  ressemble  beaucoup  certaines  choses  que 
tu  avais  faites  chez  Piette'.  To  this  Camille 
Pissarro  rep  bed:  'Marc  Fisher,  one  of  our 
followers ...  car  il  a  travaille  en  France.  On  me 
disait  que  e'etait  plus  fort  que  nous  et  surtout 
plus  etudie.  J'ai  toujours  desire  m'en  rendre 
compte,  je  devais  meme  lui  Stre  presente  .  .  .' 
High  praise  indeed. 

Mrs.  Margaret  Fisher  Prout  was  fortunate  in 
being  able  to  study,  in  her  early  days,  with  such  a 
gifted  father.  Later  she  worked  at  the  Slade 
School  when  Tonks  and  Steer  were  instructors 
there. 

Mrs.  Fisher  Prout  was  already  a  member  of 
the  Royal  Watercolour  Society  when  she  was 
elected  an  A.R.A.,  in  1948.  Her  pictures,  both  in 
watercolours  and  oils,  have  an  abiding  interest, 
and  a  certain  joie-de-vivre,  all  the  more  delightful 
at  a  time  when  joy  seems  to  have  gone  out  of 
much  contemporary  painting.  Like  her  father, 
she  is  particularly  good  at  painting  animals. 

Mr.  L.  M.  Bickerton,  curator  of  the  Worthing 
Art  Gallery,  has  collected  about  seventy 
examples  by  both  artists,  many  from  public 
galleries,  including  the  Tate,  and  private 
owners.  This  important  exhibition  will  be 


opened  by  Sir  Charles  Wheeler,  P.R.A.,  this 
month  and  will  remain  open  until  May  13  th. 

Who  was  William  Parrott  ? 

WILLIAM  PARROTT  (1813-  c.  1869)  was 
known  to  me  only  as  the  artist  who  drew  that 
very  amusing  caricature  of  Turner  touching  up 
his  picture  in  the  Royal  Academy  for  1842. 
Turner,  who  was  somewhat  sensitive  about  his 
appearance,  seldom  sat  for  his  portrait,  but  was 
caught  by  Parrott  so  effectively  that  his  version 
of  the  great  man  in  old  age  is  probably  nearer  to 
the  truth  than  any  of  the  other  fragmentary 
efforts  that  have  come  down  to  us.  This  drawing 
is  in  the  Ruskin  Collection  of  the  Graves  Art 
Gallery,  Sheffield.  That  Parrott  was  a  most 
accomplished  painter  is  proved  by  a  picture  of 
the  Isle  de  la  Cite',  Paris,  to  be  seen  at  Messrs. 
Ackermann  &  Son  (3  Old  Bond  Street).  Of 
size  38!  x  56^  ins.,  it  is  a  comprehensive  view 
of  this  fascinating  part  of  the  Seine  as  it  was  in 
the  1840's,  showing  familiar  buildings  on  the 
left  bank,  Notre  Dame  on  the  horizon  and  the 
bridge  right  across  the  middle  distance.  Barges 
and  boats  in  the  foreground,  a  tall  tree  to  the  left, 
and  lively  little  figures,  horses  and  cart  -  all  care- 
fully considered  and  composed  -  remind  us  that 
the  Victorian  landscape  painters  were  not  afraid 
of  hard  work. 

Parrott  was  bom  at  Aveley,  Essex,  the  son  of  a 
farmer  and  was  apprenticed  to  John  Pye,  the  en- 
graver. In  1840  he  published  a  series  of  litho- 
graphed views  of  London  and  the  Thames. 
Parrott  repeated  this  idea  while  living  in  Paris  in 
1843,  and  the  picture  at  the  Ackermann  Gallery 
derives  from  that  time.  The  artist's  travels  in- 
cluded Italy,  Normandy,  Brittany  and  Germany, 
and  he  was  adept  with  scenes  of  maritime 
interest,  such  as  The  Port  of  St.  Malo  (1864)  and 
Margate  Jetty  (1865).  He  exhibited  them  regu- 
larly at  the  Royal  Academy  and  at  Suffolk 
Street  from  1835  to  1869. 

G.  W.  Mote 

THERE  are  persons  still  alive  who  could  have 
known  G.  W.  Mote,  who  died  in  1909  at  the 
age  of  77.  It  is  therefore  surprising  that  so  httle 
information  has  come  down  to  us  regarding 
this  accomplished  landscape  painter.  That  Mote 
was  influenced  by  Constable  and  Crome  is 
obvious,  but  he  also  had  a  kind  of  Pre-Raphaelite 
detailism  which  carried  all  the  facts  of  nature  to 
an  ultimate  and  highly  literal  conclusion. 

Graves  records  many  pictures  by  him  ex- 
hibited at  the  Royal  Academy,  the  British 
Institution,  Suffolk  Street  and  other  galleries. 
Among  these  is  a  Greenwich  Park  and  Hospital, 
Getting  up  Anchor  at  Spithead  and  some 
Worcestershire  and  Sussex  scenes.  My  first 
encounter  with  Mote's  work  was  at  the  Royal 
Hotel,  Scarborough,  where  Mr.  R.  T.  Laughton 
has  concentrated  six  examples  (one  of  which 
was  reproduced  in  colour  in  The  Connoisseur, 
June  1955),  among  other  important  English 
paintings  including  works  by  Constable,  Cot- 
man,  John  Martin,  Etty  and  William  Huggins. 

A  William  Mote  (24  x  29  ins.),  at  Newman's 
(43a  Duke  Street)  is  a  typical  example  (c.  i860) 
of  this  artist's  technical  skill  with  trees,  human 
figures  and  horses  in  a  broad  rustic  scene. 


206 


I.  Richard  Wilson.  Solitude,  canvas,  392  X  49^  in.  Messrs.  Frank  T.  Sabin, 
Rutland  Gate,  London.  2.  Van  Utrecht.  Portrait  of  a  Woman,  panel, 
222  X  15  in.  Messrs.  Wildenstein.  3.  Thomas  Gainsborough.  Landscape 
with  Castle,  6  X  7f  in.,  c.  1770.  Messrs.  Spink  &  Son.  4.  J.  M.  W.  Turner. 
View  of  La  Riccia,  watercolour,  55  X  8£  in.  The  Fine  Art  Society.  5.  J.  N. 
Sartorius.  Oxford  Cup,  1799,  frame  size  32  x  41$  in.  The  St.  James's  Gallery. 
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Two  Worlds 

Italian  and  Netherlandish  Masters  at  the  Koetser  Gallery 


ONCE  again,  in  his  Spring  Exhibition  at  his  Duke  Street 
Gallery,  Leonard  Koetser  has  succeeded  in  collecting  more 
than  two  score  fine  Old  Masters  to  remind  us  that  such  pictures 
arc  still — almost  miraculously — obtainable.  It  proves  a  fascina- 
tingly varied  selection:  sacred  art  from  fifteenth  and  sixteenth 
century  Italy  and  Flanders  (with  a  Spanish  contribution  of  two 
panels  from  a  Crucifixion  by  Zurbaran) ;  genre  painting  by  a  host 
of  Netherlandish  masters,  beginning  with  notable  Winter  Scenes 
by  Aert  van  der  Neer,  Jan  Brueghel,  and  Jacob  Grimmer,  and 
rising  to  perfection  in  the  famous  'Harrington  Wouverman', 
Before  the  Forge.  Then  there  are  two  aristocratic  portraits  by  Caspar 
Netscher;  still  life  and  flower-pieces  by  Balthasar  van  der  Ast, 
Cornelis  de  Heem  and  others,  including  one  of  the  very  rare  works 
by  Louise  Moillon;  and — over  to  Italy  and  again  the  eighteenth 
century — there  is  a  splendid  View  of  Rome  by  Antonio  JoU  and 
some  Venetian  painting  of  the  great  period. 

The  Dutch  and  Flemish  works  predominate.  Intimate,  charm- 
ing, they  bring  us  again  the  vision  of  life  and  landscape,  of  the 
possessions  and  flowers  which  appealed  to  humanity  in  that  far 
century  and  appeal  to  us  still.  Early  genre — landscape  pictures  of 
skating  on  the  frozen  rivers,  pictures  of  peasant  and  aristocratic 
life  of  later  in  the  century:  what  a  carefree  time  it  suggests.  In  Van 


der  Neer,  Momper,  the  Brueghels,  Grimmer,  the  folk  of  the  little 
towns  gossip  and  skate  and  sledge  under  the  warm  glow  of  wintry 
sunsets;  with  Teniers,  Molenaer,  and  Wouverman,  the  peasants 
dance  and  drink  by  roadside  inns,  the  aristocrats  ride  their 
splendid  horses.  Clad  in  exquisite  velvets  and  brocades  and  wear- 
ing pearls  and  diamonds,  their  wives  and  children  pose  for  their 
portraits  to  Netscher.  Elsewhere  exquisite  flowers,  wine  in  crystal 
glasses  or  silver-gilt  jugs,  oysters  on  splendid  dishes,  everything 
bespeaks  the  world  of  the  senses  in  an  affluent  society,  or  at  least  a 
happy  one. 

It  is  not  easy  to  choose  among  the  best  of  these  pictures :  Aert 
van  der  Neer  (that  master  of  rising  prices,  one  of  whose  works  has 
just  sold  in  Paris  for  more  than  .£20,000)  or  the  thrilling  Winter 
Landscape  with  a  Walled  Town  by  Jan  Brueghel  the  Younger?  The 
noble  Wouverman,  with  its  justifiable  fame  and  impressive 
provenance,  is  a  work  of  Museum  standard,  and,  accompanied  as 
it  is  by  the  splendid  volume  written  upon  it  and  printed  for  the 
Earl  of  Harrington,  it  will  inevitably  create  something  of  a  furore 
in  this  exhibition. 

Among  the  still  life  and  flower-pieces  the  early  simplicity  of  the 
typical  Balthasar  van  der  Ast,  the  beautiful  de  Heem,  the  rich 
profusion  of  the  Verendael,  face  a  new  rival  in  Louise  Moillon. 


(Left).  Caspar  Netscher.  Portrait  of  a  Young  Girl,  canvas,  8£  X  6f  inches. 
(Above).  The  Master  of  the  St.  Ursula  Legend.  Madonna  and  Child,  circular 
panel,  15  inches. 
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rhe  signed  works  by  her  can  be  numbered  on  the  fingers  of  one 
land,  but  she  was  a  favourite  flower  painter  of  that  great 
:onnoisseur,  King  Charles  I,  and  several  of  her  works  were  in  his 
:ollection,  this  one  among  them.  When  Leonard  Koetser  secured 
t  recently  in  the  saleroom  the  event — and  the  price — proved 
iomething  of  a  sensation.  Louise  Moillon  has  taken  her  place 
imong  the  foremost  women  flower  painters  of  the  seventeenth 
:entury. 

In  the  sacred  works  of  earlier  centuries  we  turn  to  another 
world,  away  from  this  busy  life  of  the  senses  to  that  of  the  spirit. 
h.  Prcdella  panel  of  Two  Saints  in  a  rocky  and  mountainous  land- 
scape belongs  to  the  era  when  landscape  art  was  emerging  as  a 
background  to  such  figures :  the  rock  and  tree  forms,  simplified  to 
pattern,  stands  at  the  beginning.  Near  to  it  in  time  is  a  Flemish 
Primitive  Virgin  and  Child  set  in  a  roundel  against  a  tree-clad 
mountainous  landscape.  It  was  exhibited  in  New  York  some  years 
ago  as  by  Albrecht  Bouts  but  now  carries  Dr.  Friedlander's 
attribution  to  the  Master  of  the  St.  Ursula  Legend,  that  extra- 
ordinarily gifted  pupil  of  Memling,  and  sends  us  to  look  again  at 
his  lovely  panel  in  the  National  Gallery.  We  get  nearer  to  breath- 
ing humanity  in  the  next  century  with  another  Virgin  and  Child 
by  Bernard  van  Orley,  but  are  taken  back  into  Gothic  mysticism 
in  the  Spanish  contribution  to  this  exhibition  in  the  pair  of  panels 
of  Mourning  Angels  by  Zurbaran,  part  of  a  Crucifixion  by  him. 

The  swing  back  into  the  material  world  in  the  eighteenth- 
century  magnificence  of  Antonio  Joli's  View  of  Rome,  with  the 
grandeur  of  St.  Peter's  dominating  it,  may  act  as  a  final  reminder 
of  the  ambivalent  motives  which  have  inspired  Old  Master  art, 
and  of  the  inspiration  given  by  the  material  and  the  spiritual. 


(Left  above).  Claas  Molenaer.  Skating  Scene,  panel, 
14  X  19  inches.  (Right  above).  Caspar  Netscher.  Young 
Woman  at  a  Window,  canvas,  I2§  X  10  inches.  (Below). 
Hendrik  Marten  Sorgh.  View  of  a  Dutch  Town,  canvas, 
io£  x  24^  inches. 
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The  Connoisseur  s  Diary 

Teething  Troubles  of  a  Silver  Treasury     :     Seven  Rooms 
of  Gulbenkian  Pictures     :     Surrealist  Art 


THE  CONNOISSEUR  for  June,  i960, 
carried  an  account  of  the  newly  inaugurated 
Lincoln  Cathedral  Treasury.  It  described  the  first 
attempt  in  Britain  to  put  on  exhibition  church 
plate  of  artistic  or  historic  interest,  which  is  either 
little  used  or  permanently  stored  in  a  bank. 
Recently  the  committee  in  charge  of  the  project 
held  its  first  annual  meeting  and  reviewed  the 
experience  of  the  first  season.  The  report  was 
soberly  encouraging:  and  since  others  may  be 
tempted  to  start  similar  projects  elsewhere,  it  is 
worth  putting  the  salient  points  on  record. 

All  the  expenses  of  the  original  installation  were 
generously  defrayed  by  the  Worshipful  Com- 
pany of  Goldsmiths.  The  Cathedral  masons 
executed  the  structural  work,  which  included  the 
re-opening  of  a  blocked  mediaeval  door  and  the 
cleaning  up  of  the  chapel  which  had  been  used  as 
a  vergers'  vestry. 

The  Treasury  therefore  started  with  a  clean 
slate,  but  the  problem  was  whether  the  1  - 
admission  paid  by  visitors  would  cover  the 
running  costs?  The  Treasury  was  only  open  for 
sixteen  weeks  in  the  i960  season,  but  it  is  intend- 
ed that  it  should  be  open  in  future  from  Easter 
Monday  until  the  end  of  September.  The  takings 


averaged  about  £12  per  week,  representing 
about  240  visitors.  The  largest  item  of  expend- 
iture was  the  insurance  premium  which  cost 
about  £35.  The  electricity  bill  for  heating  and 
lighting  came  to  only  about  7  -  per  week  and 
roughly  about  £20  was  spent  on  the  collection 
of  exhibits,  etc.  The  net  result  was  that  the 
Treasury  ended  the  year  with  a  sizeable  profit, 
considering  the  small  scale  of  operation. 

This  satisfactory  result  could  not  have  been 
obtained  if  the  Treasury  had  not  been  rich  in 
goodwill.  The  invigilators  who  are  041  duty  (two 
at  a  time)  are  voluntary  workers.  They  include 
two  retired  clergymen,  one  retired  schoolmaster 
and  some  ladies.  So  far  there  have  been  no  staffing 
difficulties.  The  Treasury  is  open  from  2  p.m.  to 
4  p.m.  six  days  a  week  and  the  invigilators  have 
only  to  undertake  one  two-hour  shift  each  week. 
They  find  the  work  interesting  and  the  public 
appreciative.  That  the  Treasury  has  made  such  a 
flying  start  has  been  due  to  the  energy  and 
enthusiasm  of  the  Rev.  Peter  Hawker  who  has 
been  largely  responsible  for  the  selection  of 
exhibits  and  entirely  for  the  administration, 
collection,  cleaning,  etc. 

There  seems  to  be  justification  for  hoping  that 


the  1 96 1  season  will  be  equally  satisfactory. 
The  existence  of  the  Lincoln  Treasury  will  be 
better  known.  Nor  will  it  have  entirely  lost  the 
attraction  of  novelty,  since  it  is  intended  that 
there  should  be  a  partial  changeover  of  the 
exhibits  each  season.  By  keeping  the  collection 
fluid  it  will  also  be  possible  to  exhibit  more  pieces 
in  turn,  thus  getting  them  out  of  the  banks  where 
their  existence  is  much  too  easily  forgotten.  This 
year  the  Duke  of  Portland  is  lending  the  chalice 
from  which  Charles  I  received  the  communion 
prior  to  his  execution.  Ordinarily,  however,  the 
exhibits  will  be  drawn  from  the  diocese. 

What  general  conclusions  may  be  drawn? 
There  are  a  number  of  dioceses  less  extensive  than 
Lincoln,  which  could  provide  sufficient  exhibits 
of  the  required  standard.  Similarly  there  should 
be  no  insuperable  difficulty  in  finding  suitable 
accommodation  in  some  of  the  other  large 
cathedrals.  It  may  be  rather  more  difficult  to  find 
the  necessary  number  of  invigilators  in  some  of 
the  smaller  cities,  but  a  more  formidable 
difficulty  may  be  the  finding  of  curators.  Energy 
and  an  appreciation  of  church  plate  are  essential. 
It  is  also  essential  to  find  a  benefactor  to  pay  for 
the  original  cost  of  installation. 


(Left).  The  entrance  to  the  Lincoln  Cathedral  Treasury :  photograph  by 
courtesy  of  The  Architectural  Review.  See  first  story  above.  (Below). 
Carved  wood  Strasbourg  Madonna,  circa  1460,  from  a  Nativity:  one  of 
a  number  of  fine  Gothic  works  of  art  from  the  H.  Schwartz  Collection 
which  has  been  loaned  for  exhibition  at  the  Suermondt  Museum, 
Aachen  from  May  13  -  July  16.  This  will  be  followed  by  a  further  display 
at  the  Hessische  Landes  Museum,  Darmstadt.  Professor  H.  Schnitzler 
has  compiled  the  catalogue  to  this  most  important  collection. 
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The  (iulbcnkian  Collection 

AN  exhibition  of  Gulbenkian  pictures,  reports 
Carlos «. It-  Azevedo,  has  now  been  opened  in  the 
I  isbon  Museum  of  Fine  Arts.  Since  the  new 
museum  which  the  Gulbenkian  Foundation  is 
going  to  build  is  still  in  the  project  stage — it  is 
anticipated  that  building  will  start  this  year — an 
arrangement  has  been  made  with  the  Lisbon 
Museum  whereby  several  rotating  exhibitions 
will  be  held  there  in  the  next  few  years.  This  will 
enable  the  public  to  see  much  of  the  fabulous 
collection  now  already  in  Portugal. 

The  present  exhibition,  soberly  and  effectively 
presented  in  seven  rooms,  includes  the  pictures 
which  were  once  in  London  and  later  in 
Washington  (National  Gallery).  But  it  has  the 
added  interest  of  presenting  fifteen  pictures  which 
came  from  the  Gulbenkian  Paris  residence  in  the 
Avenue  Wagram.  These  include  the  beautiful 
and  much  discussed  Diana,  by  Houdon.  The 
latter,  while  embodying  so  much  that  is  purely 
French,  has  a  classical  quality  which  brings  to 
mind  Greek  sculpture.  It  is  a  superb  piece. 

It  is  difficult  to  say  which  is  the  best  room  in 
the  exhibition.  Undoubtedly  the  most  arresting 
is  the  one  room  devoted  to  Guardi,  of  which 
there  are  ten  superb  paintings.  These  alone  are 
worth  a  visit  to  Lisbon.  There  are  other  outstand- 
ing examples  of  European  painting.  Among  the 
new  arrivals  of  Flemish  and  Dutch  painting  are 
two  charming  little  panels  attributed  to  Roger 
van  der  Weyden  (St.  Catherine  and  a  Portrait  of  an 
Old  Man),  which  Mr.  Martin  Davies  of  the 
National  Gallery  suggests  may  have  been  part  of 
a  bigger  altarpiece;  a  Virgin  and  Child  by  Jan 
Gossaert;  another,  possibly  by  the  Flemish 
painter  M.  Sittow  (c.  1485/90),  revealing 
Memling's  influence  and  showing  a  beautiful 
trompe  Voeil  flower  border  on  the  lower  edge  of  the 
frame;  and  the  Landscape  by  Jan  van  der  Heyden, 
which  belonged  to  the  Sir  Robert  Peel  Collection 
before  Gulbenkian  acquired  it  in  191Q. 

As  to  French  painting,  there  is  Largilliere's 
Portrait  of  Thomas  Germain  and  his  Wife,  which  by 
a  happy  coincidence  ends  up  in  the  country 
possessing  the  richest  collection  of  Germain 
silver;  and  the  imposing  baroque  painting  by 
Nattier  Portrait  of  a  Nobleman  signed  and  dated 
1732,  of  which  there  is  another  version  in  the 
Wallace  Collection.  Finally,  there  is  a  Francesco 
Francia,  Baptism  of  Christ,  a  delightful  panel 
which,  as  the  catalogue  says,  might  be  one  of  the 
predellas  of  an  altarpiece  painted  in  1499  and  of 
which  the  Glasgow  Museum  has  another  one. 

This  magnificent  exhibition  is  a  prelude  to 
other  Gulbenkian  treasures  to  come — like  Greek 
coins,  Oriental  textiles,  French  furniture,  etc. 
Visitors  will  also  like  to  know  that  a  number  of 
lectures  by  English  and  foreign  specialists  have 
been  planned  to  be  held  in  the  Lisbon  Museum 
from  April  to  June. 

Jan  Both's  Wooded  Landscape 

WHEN  they  can  be  found  and  made  available 
for  sale,  the  beautiful  landscapes,  with  their 
glowing,  tender,  and  sparkling  effects,  of  Jan 
Both,  particularly  those  of  his  Italianate  period, 
arc  highly  desirable  acquisitions.  The  subject 
reproduced  on  the  cover  of  this  issue  is  a  splendid 


example  of  Both's  inspired  work  with  an 
enchanting  landscape,  into  which  figures  have 
been  elegantly  and  skilfully  fitted.  Everything 
about  this  composition  is,  in  fact,  completely 
fresh  and  harmonious.  With  a  painting  of  such 
quality  it  is  not  surprising  that  his  work  earned 
Both  wide  praise  and  considerable  pecuniary 
reward.  Flis  works  can  be  seen  in  many  of  the 
leading  English  and  Continental  picture  galleries. 

Raimonds  Staprans 

ONE  contemporary  artist  in  particular  is  show- 
ing us  how  to  use  colour  with  unusual  boldness 
and  highly  successful  creative  ability.  He  is 
Raimonds  Staprans,  an  exhibition  of  whose  work 
was  recently  held  at  the  O'Hana  Gallery  in 
Carlos  Place,  London,  by  arrangement  with  the 
artist's  exclusive  representatives  in  America,  the 
Maxwell  Galleries,  551  Sutter  Street,  San 
Francisco.  Just  how  vivid  and  arresting  Stapran's 
work  can  be  was  illustrated,  for  example,  in  his 
colourful  California  Still-Life.  This  is  the  type  of 
vigorous  work  which,  with  a  keen  sense  of 
design  which  gives  a  living  texture  to  his  subjects, 
has  achieved  one-man  shows  in  America  and 
Paris  and  has  resulted  in  enthusiastic  receptions 
from  both  critics  and  private  collectors. 

Luca  Carlevaris 

WITH  the  present  demand  for  works  by  the 
great  Venetian  masters,  Canaletto  and  Guardi 
and  recently  Marieschi,  discriminating  collectors 
are  also  becoming  increasingly  aware  of  the 
quality  and  charm  to  be  found  in  the  lesser  known 
artists  of  this  school.  In  this  Carlevaris  certainly 
ranks  among  the  foremost. 

It  is  perhaps  in  his  figure  groups  that  one  can 
most  easily  detect  the  seed  of  greatness  which 
flowered  so  abundantly  in  the  works  of 
Canaletto:  and  one  cannot  fail  to  admire 
Carlevaris'  sensitive  colour  and  truly  artistic 
feeling  for  composition.  This  is  admirably 
exemplified  in  a  fine  painting  of  St.  Mark's 
Square  now  at  Messrs.  Frost  and  Reed  and 
illustrated  on  page  ix  of  this  issue. 

Carlevaris  was  born  at  Udine  in  1665,  and  so 
had  been  painting  some  years  before  the  birth  of 
Canaletto  in  1697.  He  was  a  protege  of  the  great 
Zenobio  family  and  is  also  known  as  Luca  de  Ca 
Zenobio  because  of  this  patronage.  Canaletto 
learnt  much  from  his  father,  but  it  is  to  Carlevaris 
that  he  owes  his  early  grounding  in  landscape 
and  architecture  as  a  young  man,  before  he  went 
to  Rome  at  the  age  of  22. 

Covetable  Delights  at  the  Brod  Gallery 

MORE  than  forty  paintings  which  constitute 
this  year's  Spring  Exhibition  at  the  Alfred  Brod 
Gallery  once  again  include  so  much  that  is 
excellent  in  seventeenth-century  Dutch  and 
Flemish  art  that  it  is  almost  invidious  to  make 
any  choice  of 'best'  among  them.  If  in  landscape 
we  turn  to  the  noble  Jacob  van  Ruisdael,  which 
has  been  in  one  English  collection  at  least  since 
1750,  immediately  the  claim  of  a  Jan  van  Goycn 
of  his  precious  early  period  (for  with  his  signa- 
ture is  the  date,  1624),  or  of  a  magnificent  Aert 
van  der  Neer  Moonlight  Landscape,  challenge  the 
preference.  Equally  so  among  the  portraits: 


Nattier's  Portrait  of  a  Nobleman,  signed  and  dated 
1732,  now  on  view  in  Lisbon.  See  'The  Gul- 
benkian Collection'. 

Nicolaes  Maes'  An  Old  Lady  seated  on  a  red 
velvet  chair,  clearly  of  the  days  when  Rembrandt 
still  had  power  over  him;  one  of  the  smaller 
works,  such  as  the  rare  Gesina  ter  Borch ;  one  of 
the  two  little  works  by  Hendrick  Gerritsz  Pot;  or 
that  splendidly  painted  head  of  a  woman  in  a 
lace  cap  by  Jacob  Ochtervelt  which  shows  what 
a  brilliant  portraitist  this  genre  master  could  be. 

In  the  flower-pieces,  despite  the  presence  of  a 
thrilling  Cornelis  de  Heem,  our  choice  must  lie 
between  the  Jacobus  Marcellus  and  a  signed  work 
by  Ambrosius  Bosschaert  the  Younger  painted 
in  the  freer  style  of  his  maturity;  and  among  the 
still-life  there  is  a  typical  Pieter  Claesz,  signed  and 
dated  1645.  One  other  work  at  least  demands  a 
word:  a  church  interior.  This  is  the  Interior  of  the 
Cathedral  at  Ai.x-la-Chapelle  painted  by  Hendrick 
van  Steenwyck  the  Elder.  It  bears  his  signature 
and  the  date  of  1575. 

Moretti:  Newcomer 

RAYMOND  MORETTI,  whose  first  London 
exhibition  is  being  held  during  April  at  the 
Biggins  Gallery  (30  Old  Bond  Street)  is  a  colour- 
ful and  very  vital  personality,  and  inevitably  his 
art  reflects  the  colour  and  the  vitality.  A  young 
man,  still  under  thirty,  he  lives  in  a  villa  over- 
looking Nice  which  once  was  the  home  of  the 
Rothschilds  and  which  has  been  given  to  him  to 
work  in  by  the  municipality  of  Nice.  We  learn, 
too,  that  he  only  paints  late  at  night  and  plays 
jazz  records  while  he  works.  Jazz  indeed  plays  a 
large  part  in  stimulating  his  imagination  and 
providing  ideas,  for  many  of  his  pictures  arc 
concerned  with  jazz  musicians.  His  aim  is  to 
express  such  elements  as  the  movement  of  the 
music.  Equally  in  Bullfights  and  Clowns  he  seeks 
to  convey  the  swift  rhythms,  and  even  in 
portraits  to  include  non-visual  elements. 

In  his  case,  however,  there  is  little  or  no 
abstraction,  though  so  much  high  intellectual 
palaver  about  painting  might  cause  one  to  expect 
that  kind  of  modernism.  Moretti  has  his  own 
kind.  It  builds  up  an  almost  posteresque  image  in 
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Bronze,  'Ninichc'  (1956),  by  Max  Ernst  (The  Stafford  Collection,  London)  and  Roberto  Matta's  Nuclear  Dawn,  57^  x  78  in.  See  'Surrealist  Paintings'. 


primary  colours  (he  does  not  mix  his  colours,  and 
uses  very  strong  ones),  simplified  forms,  and 
backgrounds  patterned  in  some  instances  with 
multi-coloured  lines  which  articulate  space  or 
provide  the  rhythm  belonging  to  the  specific 
subject.  All  this  is  modern  in  a  new  way.  It  is 
highly  decorative  and  easily  understandable  to 
the  eye,  though  further  consideration  of  the 
non-representational  aspects  would  probably 
yield  a  deeper  content  than  the  superficial  visual 
one.  Anyway  Moretti  is  an  interesting  newcomer 
to  the  London  scene,  whether  or  not  his 
explanations  explain. 

Ceramics  of  Hunan  Province 

ONE  of  the  many  attractions  to  the  collector 
of  Chinese  pottery  and  porcelain  is  the  appeal 
made  by  the  earlier  wares  to  the  student  anxious 
to  discover  all  that  modern  research  can  tell  him 
about  the  origin,  provenance  and  precise  dating 
of  types  which  up  to  the  present  have  not  been 
satisfactorily  identified.  The  serious  study  of  these 
early  wares  covers  a  period  of  a  little  more  than 
half  a  century  and  from  time  to  time  fresh 
information  comes  to  light  adding  appreciably  to 
existing  knowledge  concerning  accurate  classi- 
fication. 

The  collection  now  to  be  dispersed,  and  which 
can  be  seen  at  Messrs.  Bluett  &  Sons,  London, 
from  April  26  to  May  13,  was  formed  in  Hong 
Kong  in  the  immediate  post-war  years  by  Dr. 
Isaac  Newton.  It  is  certainly  the  most  comprehen- 
sive group  of  the  wares  from  Hunan  province 
ever  to  be  assembled.  They  range  in  date  from 
the  Han  period,  or  perhaps  even  earlier,  to  the 
Sung  dynasty  and  include  amongst  them 
examples  of  Yo  ware,  referred  to  in  the  Chinese 
classics.  There  are  many  different  forms  to  be 
seen  in  the  collection  varying  from  shapes  deriv- 
ed from  bronzes  to  the  purely  ceramic  of  the 
Sung.  Among  the  most  interesting  pieces  is  an 
unusual  vessel;  clearly  made  as  a  poor  man's 
imitation  of  bronze  as  it  has  traces  of  a  metallic 
covering  to  the  pottery  body. 

Dr.  Newton  is  well-known  as  the  foremost 
authority  on  the  subject  of  Hunan  pottery  and 
has  published  the  most  authoritative  work  on  the 
subject  in  the  Bulletin  of  the  Far  Eastern  Ceramic 
Group  (Vol.  10,  Nos.  3  and  4).  He  was  particularly 


Cha-Tou  Shih,  5^  in.  high  (T'ang)  and  (below) 
vase  and  cover  of  bronze  form,  15I  in.  high  (late 
Chou).  See  'Ceramics  of  Hunan  Province'. 


fortunate  in  being  in  Hong  Kong  at  the  time 
when  quantities  of  this  ware,  which  came  to  light 
first  only  in  the  1940's,  were  finding  their  way 
into  Hong  Kong.  He  was  given  first  offer  of  the 
great  majority  of  the  consignments  which  reach- 
ed the  dealers  at  that  time,  and  the  collection  now 
to  be  sold  is  the  result  of  this  favoured  treatment. 

Surrealist  Paintings 

FEW  Galleries  have  the  vitality  of  the 
Obelisk  in  Crawford  Street,  London.  It  is  fitting 
therefore  that  they  should  now  be  having  a 
surrealist  exhibition,  because  this  movement, 
though  now  nearly  forty  years  old,  is  still  very 
much  alive.  It  is  an  'ism'  that  does  not  depend  on 
a  particular  esoteric  theory  of  art  and  can  there- 
fore go  on  developing. 

Even  the  dullest  of  us  has  dreams  in  which  the 
subconscious  gives  birth  to  fantastic  images,  wild 
fancies,  irrational  conjunctions,  and  shadow  box- 
es with  the  erotic,  the  repellent  and  the  unknown. 
Such  is  the  stuff  of  surrealism:  each  of  its 
painters  goes  his  own  way  in  his  own  fabulous 
world. 

It  is  this,  then,  that  makes  surrealism  so  popular, 
and  makes  a  person  of  such  wide  culture  as 
Peggy  Guggenheim  devote  so  much  of  her  life 
to  its  painters.  It  is  really  a  traditional  form  of 
expression,  often  the  mood  of  Leonardo,  Bosch, 
Goya,  to  name  only  a  few,  which  has  particular 
relevance  to  the  Freudian  imaginings  of  today; 
and  as  a  modern  movement  it  is  easier  for  the 
non-expert  to  comprehend  and  experience.  To 
anyone  with  an  open  mind  its  freeing  of 
inhibitions  is,  quite  literally,  fascinating. 

The  name  of  Salvador  Dali  is  most  linked  with 
surrealism,  but  that  is  because  he  is  a  self-publicist 
and  acrobat.  In  the  magnificent  collection  at  the 
Obelisk,  gathered  from  Europe  and  America,  are 
to  be  seen  the  works  of  the  serious  exponents — 
Max  Ernst,  Miro,  Tanguy,  Magritte  and  others, 
including  the  modern  star  of  surrealism,  Matta, 
whose  electrifying  canvases  have  a  phrenetic 
nuclear  vision,  and  Delvaux,  who  was  first 
introduced  to  England  by  the  Obelisk,  and  is  now 
in  the  Tate. 

This  exhibition  is — and  here  is  the  kind  of 
paradox  it  inspires — primeval  and  sophisticated; 
and  I  repeat — a  fascinator. 


212 


International 
Saleroom 


I.  Regence  bureau  plat,  0  m.  77  high.  NF  180,000  (Palais 
Galliera,  Paris).    2.  Louis  XV  King-wood  secretaire  a 
abattant,  signed  Migeon,  JME,  24  in.  wide.  ,£2,400  (Sotheby's). 
3.  Bronze  field  cannon,  or  Falconet,  the  vent  ring  dated  1681 
and  inscribed  Poverney  Me  Fecit  Leovardiae.  ,£440  (Knight, 
Frank  and  Rutley).    4.  William  and  Mary  walnut  writing 
desk  and  stool.  Dollars  1,150  and  425  respectively 
(Parke-Bernet,  New  York).    5.  One  of  a  set  of  eight 
Louis  XV  armchairs,  five  marked  J-B  Lebas. 

NF  101,000  (Palais  Galliera). 

13  ■  70  NF  =  £1  2-79  Dollars  =  £1 
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6.  Portrait  of  Mrs.  John  Curwen,  by  George  Romney, 
96  X  59  in.  ,£6.825  (Christie's).  7.  Eugene  Delacroix. 
La  Tasse  dans  la  Maison  des  Fous,  pencil,  lo£  X  12^  in. 
,£600  (Sotheby's).  8.  Jacques-Louis  David.  L' Amour  et 
Psyche,  dated  1817,  Ira,  81x2m.  41.  NF  245,000  (Murat 
Sale,  Palais  Galliera).  9.  Still-Life,  by  J.  de  Heem, 
signed,  46  X  64  in.  ,£1,000  (Phillips,  Son  and  Neale). 
10.  Edgar  Degas.  Danseuse  rajustant  sa  sandale,  pastel, 
signed,  21  x  14  in.  ,£9,000  (Sotheby's). 
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II.  Jacopo  Tintoretto.  Portrait  of  a  Young  Nobleman,  28J  x  21  in.  ,£787  (Christie's).  12.  Titian. 
Portrait  of  Soliman  II,  the  Great,  28£  x  24  in.  ,£7,350  (Christie's).  13.  Sir  Peter  Paul  Rubens.  The 
Martyrdom  of  St.  Lawrence,  black  chalk,  pen,  and  brown  and  grey  ink,  heightened  with  white  and 
indented  for  transfer,  14J  X  I  of  in.  ,£735  (Christie's:  a  Still-Life  of  flowers  with  a  parakeet  in  the 
same  Sale,  catalogued  'Guardi',  sold  for  ,£11,550).  14.  Aert  van  der  Neer.  Les  plaisirs  de 
I'hiver,  0  m.  64  x  0  m.  75,  formerly  in  the  Baron  Brienen  de  Grostelindt  Collection  (auction  May, 
1865).  NF  245,000  (Murat  Sale,  Palais  Galliera).  15.  Jan  Steen.  Le  contrat  de  mariage,  1  m.  05  X 
1  m.  27,  formerly  Due  de  Morny  Collection  (1865,  No.  78).  NF  150,000  (Murat  Sale,  Palais  Galliera). 
16.  Juan  Gris.  Nature  Morte  a  la  Guitare.  Dollars  21,000  (Parke-Bernet). 


13  -70  NF  =  £1 


2  79  Dollars  =  £1 
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17.  Commonwealth  sexfoil  cup  and  cover,  9  in. 
high,  1650.  ,£6,500  (Makower  Sale,  Sotheby's). 

18.  Charles  II  ewer,  S\  in.  high,  maker's  mark  S 
crowned  (Charles  Shelley).  £3,800  (Makower 
Sale,  Sotheby's).  19.  Early  American  14  in.  high 
silver  two-handled  covered  cup,  by  Myer  Myers, 
New  York.  Dollars  14,000  (Parke-Bernet).  20. 
White  enamelled  'biscuit'  statuette  of  Louis  XV, 
Vincennes,  o  m.  38  high.  NF  27,000  (Jules  Strauss 
Sale,  Palais  Galliera).  21.  A  Kandler  figure  of 
a  peasant,  5^  in.  high.  ,£945  (Christie's).  22.  Rare 
early  American  sugar-box,  hitherto  unrecorded, 
by  John  Coney,  Boston,  c.  1700.  ,£6,500 
(Christie's).  23.  Meissen  figure  of  a  cockerel,  by 
J.  J.  Kandler,  13J  in.  high.  ,£1,400  (Sotheby's). 


2  79  Dollars  =  £1 


SELLING,  KNIGHT,  FRANK  &  RUTLEY,  at  White  House,  Denham  (May  9  &  10) :  Basket  of 
Flowers,  by  J.  B.  Monnoyer  and  (right)  a  seventeenth-century  walnut  veneered  desk. 


SELLING  AT  SOTHEBY'S:  Part  of 
a  famille  rose  armorial  dinner  service 
(May  9,  Chinese  Ceramics)  and  (right) 
a  pen  and  ink  drawing  by  Hans 
Burgkmair  the  Elder  of  a  standing 
bear,  x  5$  in.  (May  10,  Old 
Master  Drawings). 


m 


1 


Forthcoming 
Sales 


SELLING  AT  CHRISTIE'S:  One  of  a  pair  of 
cloisonne  enamel  Storks,  c.  1775,  18  in.  high, 
and  one  of  a  pair  of  figures  of  hawks,  c.  1775, 
11  in.  high,  Ch'ien  Lung  (April  17). 
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AMERICAN  SECTION 


English  architectural  drawing 


1  (right).  Attributed  to 
Christopher  Cass.  Design  for 
a  chimney  piece,  Blenheim 
Palace. 

2  (below).  Anonymous. 
Perspective  design  for  a 
library  c.  1730. 

3  (bottom).  John  Vardy. 
Design  for  a  temple  or  bath. 


IN  the  rich  and  diversified  American  drawing  cabinets  the 
field  of  decorative  arts  and  architectural  design  remains  rela- 
tively neglected,  and  English  material  unexplored.  It  is  still 
possible  to  discover  major  drawings  an<j  to  identify  others  with 
architects  or  projects. 

The  main  repositories  in  New  York  City  are  the  Metropolitan 
Museum  of  Art,  the  Cooper  Union  Museum  for  the  Arts  of 
Decoration,  the  Avery  Architectural  Library  of  Columbia 
University,  and  the  Pierpont  Morgan  Library.  In  most  of  these 
museums  the  pattern  of  acquisition  is  incoherent,  being  based 
more  upon  individual  merit  or  interest  than  upon  representation 
within  the  field  of  English  architectural  draughtsmanship. 
Furthermore,  sets  of  drawings,  instead  of  being  kept  together, 
have  tended  to  have  been  broken  up  by  dealers  who  allow  them 
to  find  their  way  into  different  channels  of  purchase.  Thus,  it  is 
not  uncommon  to  find  drawings  in  one  collection  complement- 
ing those  in  another. 

Within  the  limitations  of  a  single  article,1  one  can  hardly 
attempt  to  do  anything  more  than  highlight  those  drawings 
which  belong  to  the  eighteenth  century  and  which  illustrate  the 
stylistic  changes  of  that  period.  The  earliest  examples  arc  in  the 
Metropolitan  Museum.  One  (No.  1),  inscribed  'for  Blenheim,' 
is  a  design  for  a  chimneypiece  of  strangely  crude  rectangular  com- 
position, with  a  bust  in  a  niche  in  the  overmantel.  The  design 
may  be  by  the  mason-sculptor,  Christopher  Cass  (Vanbrugh's 
'Kit  Cash')  who  was  working  at  Blenheim  Palace  from  about 
1706.  The  chimney  is  not  at  Blenheim  today  and  its  lack  of 
individual  mark  may  suggest  a  design  drawn  for  interior  work  to 
the  palace  after  Vanbrugh's  dismissal  in  1716.2  Of  a  not  much 
later  period  is  a  perspective  drawing  for  a  library  (No.  2),  pre- 
sented as  if  for  engraving.  The  hand,  although  anonymous, 
belongs  to  an  architect  working  within  the  influence  of  the 
English  Georgian  Baroque.  The  chimneypiece  with  the  blocked 
segmental  arch  and  the  raised  open  pediment  on  brackets  is 
singular.  It  looks  provincial.  The  first  generation  Palladians, 
those  immediately  around  the  circle  of  Lord  Burlington,  are 
represented  in  the  Metropolitan  and  at  Avery.  In  the  former  is  a 
drawing  by  Henry  Flitcroft  of  part  of  Inigo  Jones'  Whitehall 
scheme3  and  published  in  Kent's  Designs  o  f  Inigo  Jones  and  Others 
(1727);  and  a  design  by  John  Vardy  for  a  pavilion  or  possibly  a 
canopied  structure  over  a  sunken  bath  (No.  3).  Vardy  exhibited  a 
design  for  a  bath  'for  a  gentleman  in  Suffolk'  at  the  Society  of 

1  To  be  published  as  a  Catalogue  of  English  Architectural  Designs  in  American 
Collections. 

2  The  hand  is  comparable  to  a  similar  design  for  a  monument  in  the  Victoria  and 
Albert  Museum  (3486-424). 

3  The  engraver's  drawing  for  the  actual  plate  is  in  the  Royal  Institute  of  British 
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Free  Artists  in  1764. 4  In  some  ways  the  drawing  is  more  represent- 
ative of  Kent,  combining  as  it  does  Tudoresque  depressed  arches 
with  classical  details.  Avery  has  two  designs  by  Lord  Burlington, 
one  a  copy  from  Palladio,  and  one  a  design  for  the  Kitchen  build- 
ing at  Tottenham  Park.5 

Avery  comes  to  the  fore  with  the  second  generation  Palla- 
dians.  There  is  an  important  album  of  eighty-five  designs  by 
Issac  Ware.  This  came  from  the  collection  of  Lewis  Nockals 
(Nottingham,  and  before  that  perhaps  from  the  Office  of  Works, 
since  the  cover  is  inscribed,  'Westminster  and  House  of  Com- 
mons'. The  inscription  might  refer  to  designs  for  rebuilding  the 
Houses  of  Parliament  by  Lord  Burlington  and  William  Kent.6 
The  majority  of  Ware's  designs  are  unidentified,  but  show  him 
enjoying  a  wider  and  more  varied  practice  than  hitherto  believed. 
There  are  designs  for  Fort  Belvedere,  Windsor  (No.  4),  a  rococo 
triangular  tower  erected  about  1750  for  William  Duke  of 
Cumberland;7  for  Nos.  6 — 7  Abingdon  Street,  Westminster 
(No.  5),  a  house  still  standing,  and  commonly  attributed  to 
Vardy  ;8  work  for  Sir  Samuel  Fludyer,  a  Lord  Mayor  of  London, 
who  lived  at  Lee  in  Kent;  work  at  Stivichall  Park,  Warwick- 
shire ;  and,  perhaps  most  interesting,  the  large  Palladian  house  at 
Woodcote  Park,  Surrey  (No.  6).  This  was  begun  about  1745  for 
the  5th  Earl  of  Baltimore  and  was  completed  by  his  son,  the  6th 
Earl,  about  1752,  and  then  to  designs  by  an  obscure  architect 
called  Francis  Brerewood.  Not  only  is  Woodcote  a  major 
addition  to  Ware's  works,  but  its  interior9  was  a  monument  to  the 
French  rococo  style  in  England,  a  far  more  convincing  and 
literal  interpretation  than  Ware's  contemporary  interiors  at 
Chesterfield  House.  Brerewood's  additions  to  the  front  included 
a  tall  central  dome  and  much  statuary.  Ware's  drawing  of  the 
Saloon  chimneypiece  at  Houghton,  also  in  the  Avery  album, 
must  be  grouped  with  his  measured  drawings  for  The  Plans, 
Elevations,  etc.  .  .  .  of  Houghton  (1735),  which  are  included  in  a 
manuscript  by  Horace  Walpole  of  his  Aedes  Walpolianae,  owned 
by  the  Metropolitan.  In  this  volume  there  are  also  Ware's 
designs  for  the  alterations  to  the  Treasury  and  Sir  Robert  Wal- 
polc's  building  in  Downing  Street.  In  the  same  Museum  is  a  de- 
sign by  Ware  for  a  ceiling  reproduced  in  his  Compleat  Body  of 
Architecture  (1756),  and  there  is  also  a  design,  convincingly  by  the 
amateur  architect  Henry  Herbert,  Lord  Pembroke,  for  the  Water 

4  William  Kent  was  working  at  Euston  c.  1746. 

6  A  copy  of  this  in  Burlington's  hand  but  washed  differently  is  in  the  R.I.D.A. 

8  It  is  relevant  that  the  paper  size  of  these  designs  in  the  Sir  John  Soane's  Museum 
and  the  R.I. 13.  A.  is  the  same  as  the  Avery  cover. 

'  Cf.  Country  Life,  Nov.  19,  1959,  and  March  3,  i960. 
"  In  N.  Pevsner,  The  Buildings  of  England,  London,  I,  531. 

9  One  half  of  the  saloon  is  partially  reconstructed  in  the  Museum  of  Fine  Arts, 
Boston. 


4  (above).  Issac  Ware.  Fort  Belvedere,  Windsor  Park. 

5  (below).  Issac  Ware.  Nos.  6-7  Abingdon  Street,  London. 
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rower  in  the  park  at  Houghton.  Although  Pembroke's  associa- 
tion with  Roger  Morris  is  well  known,  this  design  may  be  the 
only  remaining  example  of  Ins  hand.10 

John  Sanderson,  a  lesser  known  contemporary  of  Ware,  is 
represented  at  Avery  by  a  collection  or  designs,  including  a  set  of 
preliminary  drawings  and  working  details  similar  to  a  house  at 
Binfield  in  Berkshire  (No.  S)."  Sanderson  was  not  an  inspired 
architect  but  in  interior  decoration  he  pursued  a  sometimes 
imaginative  rococo  theme.  Even  less  known,  is  another  late 
Palladian  architect,  Kenton  Couse.  His  designs  in  Avery  are  for 
Clapham  Church  and  complement  others  in  the  Royal  Institute 
of  British  Architects  and  the  Minct  Library,  Camberwell. 

Perhaps  the  most  beautiful  of  the  English  architectural  draw- 
ings in  New  York  is  one  at  the  Metropolitan,  of  a  room  in  the 
rococo  manner  (No.  7),  attributable  on  basis  of  style  to  Thomas 
Lightolcr  as  it  is  close  to  one  of  his  plates  in  The  Modern  Builder's 
Assistant  (1742).  Lightoler  executed  similar  work  in  the  Great 
Hall  at  Burton  Constable,  Yorkshire,  about  1760.  Also  in  a 
rococo  vein  is  an  album  of  Gideon  Saint,  a  carver  and  gilder, 
who  has  made  a  personal  compendium  of  his  designs  into  a  form 
of  pattern  book  with  entries  under  'Frames'  and  'Mirrors',  etc. 
In  Avery  another  rococo  album  is  one  by  G.  B.  Cipriani  with 
sketches  and  motifs  dated  between  1757  and  1775.  It  was  bought 
at  the  artist's  sale  by  the  Rev.  William  Pembertoh  and  contains 
over  ninety  subjects,  such  as  armorials,  plaques,  cartouche,  and 
chinoiserie  details.  Many  sketches  suggest  patterns  for  carved 
woodwork,  plasterwork,  and  painted  details. 

Both  Avery  and  the  Metropolitan  possess  unusually  rich 
collections  of  chimneypiece  designs  by  Sir  William  Chambers. 
Included  in  the  Avery  Collection  is  one  inscribed  for  Lady  Wey- 
mouth perhaps  for  work  in  Arlington  Street  (1769)  and  one  for 
General  Burton,  who  may  have  lived  in  Ireland,  possibly  in 
Dublin.  The  Metropolitan  has  the  greater  number  of  identifiable 
designs,  together  with  drawings  for  wall  furniture  and  ceilings. 
New  patrons  emerging  from  this  collection  are  Mr.  Boyd,  Mr. 
Bar  well  of  Esher,  Hollis  of  Lincolns  Inn,  and  69  Harley  Street.12 
A  magnificent  example  of  Chambers'  work  is  a  design  for  a 
royal  chimneypiece  with  a  bas-relief  of  George  III,  supported  by 
the  Lion  and  Unicorn  in  the  overmantel  (No.  9).  This  grandiose 
design  is  not  known  to  have  been  executed  and  only  Chambers' 
chimneypiece  in  the  Hall  of  Peper  Harow  bears  comparison.13 
Chambers'  manuscript  and  drawings  for  the  Plans,  Elevations, 
etc.  .  .  .  of  the  Gardens  and  Buildings  oj  Kew  (1763)  is  also  in  the 
Metropolitan.  This  contains  the  original  views  by  William 
Marlow,  Joshua  Kirby,  and  Thomas  Sandby,  as  well  as  two 
extra  unpublished  plans  of  the  grounds.  From  the  Chamber's  ceil- 
ing designs  was  recently  added  a  design  for  one  of  the  temples. 

Thomas  Hardwick,  one  of  Chambers'  pupils,  is  represented 
both  in  Avery  and  the  Metropolitan.  The  former  has  a  design  for 
lodges  set  in  a  landscape  and  almost  certainly  a  Chambers' 
Office  drawing;  the  latter  has  a  group  of  sketches  of  antique 
fragments  drawn  whilst  in  Italy  and  related  to  those  in  the  Royal 
Institute  of  British  Architects.  Hardwick's  detail  for  the  Duke  of 
Richmond's  Greenhouse,  inscribed,  'wch  Mr.  Wilton  is  to 
send  to  Carara',  and  his  design  for  a  term  for  the  same  Duke,  are 
both  in  the  Metropolitan.  They  may  have  been  made  in  Cham- 
bers' Office  and  were  probably  for  Richmond  House,  Whitehall. 

10  To  be  illustrated  in  J.  Lees — Milne's  forthcoming  book  on  the  'Architectural 
Earls'. 

11  If  for  Binfield  then  the  executed  house  differs  in  details  from  the  designs.  Yet  one 
preliminary  plan  is  close  to  the  plan  of  the  house  as  at  present  but  different  to  the 
working  drawing.  Perhaps  Sanderson  designed  another  similar  house  as  well  as 
Binfield? 

12  Now  No.  25,  preserving  its  facade,  but  of  its  interioi,  only  the  stairs. 

13  Cf.  C.  Hussey,  English  Country  Houses,  Mid  Georgian,  1956,  1 14,  pi.  212. 


8  (above).  John  Sanderson.  Binfield  Place  (?),  Berkshire. 


9  (above).  Sir  William  Chambers.  Design  for  a  royal  chimneypiece. 


10  (below).  Robert  Adam.  Great  Saxham,  Suffolk:  the  Gallery. 
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II  (above).  James  Adam.  The  'British  Order'. 


12  (above).  Anonymous.  Design  for  a  gallery  in  the  style  of  James  Paine. 


Designs  for  wall  furniture  and  chimneypieces  by  John  Yenn  are 
in  association  with  the  Chambers'  collection  in  the  Metropolitan. 
An  album  of  Yenn's  designs  is  in  the  University  of  Delaware 
Memorial  Library.14 

The  architects  of  the  neo-classical  school,  headed  by  Robert 
Adam,  are  well  represented  in  New  York.  Chimneypiece 
designs  by  Adam  occur  in  the  Pierpont  Morgan  Library15  and  in 
the  Cooper  Union.16  The  treasure  in  the  Pierpont  Morgan  is  a 
beautiful  album  of  sketches  made  in  Italy  by  Adam,  mostly  of 
landscape  and  capricchi.17  In  the  same  collection  is  Adam's 
drawing  for  the  facade  of  the  British  Coffee  House  in  Cockspur 
Street  and  engraved  in  the  second  volume  of  Adam's  Works 
(1779).  The  most  important  Adam  material  in  the  Metropolitan 
is  a  volume  of  designs  for  Great  Saxham  in  Suffolk,  made  up  and 
bound  as  for  presentation.  The  house  was  designed  for  Hutchison 
Mure  between  1762  and  1779  and  reveals  Adam's  preoccupation 
with  Burlingtonian  themes  taken  over  from  Chiswick  House, 
particularly  the  elevation  which  had  a  triumvirate  of  Palladian 
windows,  and  the  Long  Gallery  with  screened  apsidal  ends 
(No.  10).  In  the  same  collection  are  Adam's  designs  for  a  Green- 
house at  Croome  Court,  dated  1760,  and  a  design  for  the  ceiling 
of  the  first*  drawing  room  at  Culzcan  Castle,  where  work  was 
proceeding  between  1777  and  1790.  Both  Avery  and  the  Metro- 
politan have  examples  of  James  Adam's  'British  Order',  designed 
in  Rome  in  1762  when  it  was  intended  for  the  great  portico  of 
James'  project  for  a  Houses  of  Parliament.18  When  published  in 
the  first  volume  of  the  Works  (1762),  it  was  then  intended  for  the 
gateway  of  Carlton  House.  The  Avery  example  is  closer  to  the 
engraved  plate  and  is  dedicated  to  the  Earl  of  Bute.  The  Metro- 
politan drawing  (No.  11),  is  certainly  in  James'  hand,  and  is  in  this 
respect,  like  the  similar  version  in  the  Sir  John  Soane's  Museum. 

The  Adam  circle  is  further  exemplified  by  the  work  of  an 
Italian,  Guiseppi  Manocchi,  one  of  Adam's  draughtsmen,  and 
the  Metropolitan  has  a  beautiful  album  of  his  decorative 
sketches.  Some  of  these  are  dated  in  London,  1763  and  1765. 19 
The  drawings  reveal  succinctly  how  Adam  depended  upon  an 

14  Designs  drawn  by  Yenn  but  also  for  certain  projects  by  Chambers  (lodges  at 
Carlton  House).  Yenn's  works  are  Aston  Park  (Bucks.),  Woodstock  Church 
(Oxon),  Blenheim  Palace  (Oxon),  Ealing  Grove  (Middx.),  Marlborough  House, 
Grantham  House  (Whitehall),  and  Ditchley  (Oxon.). 
u  An  uninscribed  set  for  a  tri-compartimented  library. 

16  One  is  close  to  a  chimney  at  Kedleston  and  another  design  (not  perhaps  in  Adam's 
hand)  is  identical  to  the  chimney  in  the  dining  room  at  Moor  Park. 

17  This  album  will  be  discussed  in  John  Fleming's  forthcoming  volumes  of  Robert 
Adam. 

18  Cf.  John  Fleming  in  The  Architectural  Review,  June  1956,  pp.  326-329. 

19  The  album  relates  to  drawings  in  the  R.I. 13. A.,  the  Royal  Library,  Windsor 
Castle,  and  the  Sir  John  Soane's  Museum. 


13  (below).  Matthew  Brcttingham.  Packington  Hall,  Warwickshire. 
Design  for  the  gallery. 
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army  of  draughtsmen  to  supply  him  with  a  vast  repertoire  of 
details. 

The  Cooper  Union  has  two  of  the  rarely  preserved  'Provi',  or 
proof  pieees,  which  were  the  prerequisites  to  the  Concorso 
Clementino,  a  competitive  examination  given  by  the  Academy 
of  St.  Luke  in  Rome.  One  of  these  is  by  Robert  Mylnc,  submitted 
in  [758,"  and  the  other  is  by  Joseph  Michael.  Gandy,  submitted 
ui  [795  or  1796.  Both  drawings  came  from  the  collection  of 
Piancastelli,  one  of  the  curators  of  the  Borghese  Gallery.  Mylne 
is  represented  in  the  Metropolitan  by  a  detail  for  work  at  Adding- 
ton  Lodge,  Surrey,  begun  in  1773.  Like  the  Hardwick  detail  for 
the  Duke  of  Richmond's  Greenhouse,  this  detail  was  intended 
for  execution  by  Joseph  Wilton.  Messrs.  Durlachcrs  possess  a 
typical  example  of  Gandy's  architectural  fantasies. 

In  a  somewhat  unequivocal  position  between  the  Adam  and 
Chambers'  camps  were  men  like  James  Paine  and  James  Wyatt. 
The  style  of  the  former  is  exemplified  by  an  unknown  hand  in 
one  drawing  at  Avery  and  by  a  related  series  in  the  Cooper 
Union.  An  example  is  a  design  for  a  gallery  (Cooper  Union) 
furnished  with  pieces  in  the  French  taste  (No.  12).  The  gallery  is 
similar  to  one  (No.  13),  by  Matthew  Brettingham  and  intended 
for  Lord  Aylcsford  at  Packington  Hall,  Warwickshire.  This  is 
part  of  an  album  in  the  Pierpont  Morgan  Library  which  is  com- 
plemented by  other  designs  in  the  house  itself.  Brettingham's 
gallery  may  not  have  been  executed,  as  he  died  in  1769  before  the 
house  had  been  rebuilt.21  Later,  Joseph  Bonomi  extensively  re- 
decorated the  house  from  about  1782.  This  work  may  have  been 
his  first  commission  and  shows  none  of  the  antique  mannerisms 
of  his  later  architecture,  in  particular  the  church  at  Packington 
designed  c.  1794.  There  is  a  preliminary  design  for  this  among  the 
Morgan  drawings  (No.  14),  which  elevation  is  quite  alien  to  the 
'antique'  church  eventually  erected.  Bonomi  must  have  radically 
changed  his  plans:  so  perhaps  this  design  was  made  during  his 
early  years  with  Lord  Avlesford.22 

James  Wyatt  emerges  from  the  New  York  collections  with  a 
widely  increased  practice.23  The  Pierpont  Morgan  Library  has 
his  designs  for  the  dining  room  at  Aldwark  Hall,  Yorkshire, 
dated  1775  and  these  are  complemented  in  the  Metropolitan  by  a 
ceiling  for  the  same  room  and  inscribed  for  'Foljambes  Esq'.24 
The  Metropolitan  album  is  the  most  important  surviving  docu- 
ment of  Wyatt's  work  and  contains  over  seventy  designs  for 
ceilings.2"'  The  major  new  houses  are  Abbeyleix,  Curraghmore, 
and  Farnham,  all  in  Ireland,  and  Fornham  Hall  (Suffolk),  Hams 
Hall  (Warwickshire),  and  Downshire  House,  Hanover  Square, 
London.  In  addition  there  are  nine  other  new  commissions  for 
alterations  or  complete  houses.26 

Other  members  of  the  multifarious  Wyatt  family  are  re- 
presented in  New  York.  Avery  has  Lewis  Wyatt's  design  for 
Willey  Hall,  Shropshire,  1812;  and  both  the  Cooper  Union  and 
the  Metropolitan  have  designs  by  Benjamin  Dean  Wyatt  for 

20  To  be  discussed  in  a  forthcoming  article  in  The  Architectural  Review. 

21  Brettingham's  account  book  in  the  Public  Record  Office  indicates  'intended 
improvements';  Henry  Couchman  is  recorded  as  having  built  the  house  by  1772 
but  he  was  only  a  builder.  Bonomi's  designs  included  alterations  to  the  gallery,  but 
whether  this  latter  was  to  Brettingham's  designs  is  not  known.  The  gallery  in  the 
present  house  looks  like  Bonomi's  style. 

22  In  terms  of  Bonomi's  later  architecture  this  church  design  would  appear  to  have 
been  an  early  work.  Although  grand  it  is  provincial.  The  entrance  door  with  a  flat 
pediment  and  a  niche  above,  bounded  by  paired  Ionic  columns  may  have  been 
taken  from  Strachan's  front  of  Redland  Chapel,  Bristol  (1743). 

23  Wyatt  quite  leads  the  field  in  number  of  commissions.  Adam  101,  to  Wyatt  173. 

24  For  Francis  Foljambes.  The  house  is  now  demolished. 

25  The  album  is  to  be  published  and  illustrated  in  a  forthcoming  article  by  Carl 
Weinhart  (to  whom  I  am  indebted)  in  the  Bulletin  of  the  Metropolitan  Museum. 

28  Work  for  Colonel  Burton  (cf  Chambers'  General  Burton),  Mr.  and  Lady  Betty 
Dclme,  Mr.  Tyler,  Nuthall  Temple,  Kelmarsh  Hall,  Mr.  Mccrman  at  The  Hague, 
Thirklcby  Park,  Great  Gaddesden  Place  (Wyatt's  earliest  commission),  and 
Draycott  Cerne. 


14  (above).  Joseph  Bonomi,  Packington  Church,  Warwickshire.  Prelim- 
inary design  for  the  front. 

15  (below).  Frederick  Crace.  The  Fishing  Temple,  Virginia  Water,  Surrey. 


rococo  cast  iron  fireplaces,  one  dated  1814.  The  Cooper  Union 
has  Sir  Matthew  Digby  Wyatt's  design  for  a  house  for  Lady 
Alford  in  Kensington  (1871)  and  the  Metropolitan  has  a  design 
by  the  same  artist  for  'the  new  staircase  at  Compton  Wyniates'. 

Perhaps  the  most  evocative  group  of  English  designs  in 
America  is  the  series  of  beautiful  drawings  for  the  decorative 
interiors  at  the  Brighton  Pavilion.  These  are  mostly  drawn  by 
Frederick  Crace  and  among  them  is  his  design  for  the  Fishing 
temple  at  Virginia  Water  (No.  15).  This  exotic  building  has  often 
been  wrongly  attributed  to  Sir  Jcffry  Wyattville  and  is  the  most 
considerable  expression  of  the  Chinese  style  in  English  garden 
buildings. 

Grateful  acknowledgment  is  given  to  the  following  museums 
for  allowing  reproduction  of  photographs:  The  Metropolitan 
Museum  (Nos.  1,  2,  3,  7,  9,  10,  1 1),  the  Avery  Library  (Nos.  4,  5, 
6,  8),  the  Cooper  Union  Museum  (Nos.  12,  15),  the  Pierpont 
Morgan  Library  for  Nos.  13,  14. 
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The  Connoisseur  in  America 


Malcolm  Vaughan 


Wei  Limestone  Stele  in  Cleveland 

ONE  of  the  forceful  'primitive'  examples  of 
Chinese  Northern  Wei  sculpture  has 
recently  been  acquired  by  the  Cleveland,  Ohio, 
Museum  of  Art.  A  votive  statue  in  limestone, 
dated  A.D.  500,  it  is  boldly  carved  in  high  relief 
with  a  figure  of  the  Buddhist  Messiah,  the  Buddha 
Mairreya.  seen  with  two  attendant  bohisarrvas. 
The  three  figures  are  aesthetically  unified  by  a 
background  design  in  low  relief  of  the  Buddha's 
halo  and  flaming  mandola,  this  design  incised 
with  an  arabesque  of  seven  seated  Buddhas  rep- 
resenting past  states  of  consciousness. 

The  statue  is  doubly  rare  because  of  its  icono- 
graphy and  its  style.  The  "classical*  profile  of  the 
Mairreya,  almost  straight  from  hair  line  to  nose 
tip;  the  wavy.  Gandhara  type  of  hair;  the  un- 
usually high  imisha,  or  "bump  of  wisdom' ;  the 
Chinese  Turkestan  type  of  arm-and-shoulder 
draperies;  and  the  use  of  fork-shaped  pleats  in  a 
symmetrical  formula  of  U-Y-U.  All  these 
details  of  iconography  relate  the  work  to  sculp- 
ture in  certain  of  the  caves  at  Yunkang.  But  the 
style  of  the  sculptor  is  his  own,  a  provincial, 
'primitive'  sty  le  untouched  by  the  urban  refine- 
ments of  Yunkang  carving.  His  work  is  direct, 
simple,  unsophisticated,  strong,  with  elements  of 
rudeness  in  the  hands,  the  feet,  etc,  lending  force 
to  his  native  poetry.  Regional  vigour  also  appears 
in  the  lettering  of  the  inscription  on  the  back  of 
the  stele,  a  lengthy  dedication  to  the  donor's 
parents,  family,  and  master-priests. 

This  calligraphy  has  been  described  by  the 
Assistant  Curator  of  Oriental  Art  at  the  Cleveland 
Museum,  Wai  Kam  Ho,  as  showing  'the  same 
casual  simplicity  and  lack  of  sophistication  and 
refinement  closely  related  with  many  of  the 
manuscripts  found  by  Stein,  Hedin,  and  Otani  in 
the  Tunhuang-Turfan  region.  It  is  a  kind  of  im- 
mature 'regular'  style  with  strong  reminiscence 
of  the  Li  or  Pa-feng  manners  of  the  earlier  Wei- 
Chin  period'.  In  brief,  the  iconography  and  the 
calligraphy  of  the  statue  now  in  Cleveland  leads 
Mr.  Wai  Kam  Ho  to  believe  it  originated  in 
Northwest  China  in  the  region  roughly  com- 
prising upper  Shan  si  and  S  hen  si  provinces  and 
perhaps  including  the  Ho-hsi  Corridor. 

Kress  Gift  to  North  Carolina 

LONG  a  matter  of  negotiation,  the  munificent 
gift  from  the  Kress  Foundation  to  the  North 
Carolina  Museum  of  Art  is  now  completed. 
Larger  today  than  originally  proposed,  the  gift 
consists  of  sixty -eight  Old  Master  paintings  and 
two  sculptures,  together  commercially  appraised 
at  two  and  a  half  million  dollars.  Most  of  the 
paintings  are  Italian.  They  range  in  date  from 
trecento  works  down  to  eighteenth-century 
canvases  by  Magnasco,  Piazzetta  and  Batoni. 
The  early  examples — half  a  dozen  Sienese,  the 
same  number  of  Florentine  panels,  and  other 


pictures  reflecting  the  dawn  of  painting  in 
northern  Italy — are  of  such  rarity  as  to  be 
scarcely  obtainable  nowadays.  The  star  of  this 
group  is  perhaps  an  Adoration  by  Botticelli,  a  late 
tondo  thought  to  be  finished  off  in  the  draperies 
and  the  background  by  pupils.  There  are  also 
two  OBHK  panels  by  Neroccio,  two  roundlers  of 
saints  by  Perugino,  and  Madonnas  by  Pintoric- 
chio  and  Francia.  Later  Italian  paintings  include  a 
Titian  study  for  a  Nativity,  a  Pordenone  panel 
fragment,  a  large  altarpiece  by  the  little-known 
master,  Lanino.  a  Moroni  portrait,  a  superb  little 
Baptism  oj  Christ  by  Veronese,  and  a  powerful 
Resurrection  of  Lazarus,  by  Tintoretto  or  his  son, 
Domenico.  In  addition  to  the  Italian  grdup,  there 
are  several  early  North  European  primidves — 
among  them  a  French  school  fifteenth-century 
triptych  of  the  Annunciation  and  a  Quentin 
Massys.  Also  a  fine  Carravaggiesque  work  by 
the  Dutch  artist,  Hendryk  Terbrugghen  and, 
further,  a  Fisher  Boy,  by  Frans  Hals,  and  a  first 
class  early  portrait  by  Rembrandt  (1633),  the 
well-known  Voting  Man  With  a  Sword. 

The  Kress  gift  was,  so  to  speak,  responsible  for 
the  birth  of  the  North  Carolina  Museum  of  Art. 
A  public-spirited  North  Carolinian,  Robert  Lee 
H umber,  eager  that  his  state  might  enjoy  a  first 
class  art  museum,  approached  the  Kress  Founda- 
tion in  1943  with  a  suggestion  that  if  a  million 


Chinese  Northern  Wei  37J  in.  high  limestone 
stele  of  the  Buddha  Mairreya,  A.D.  500.  The 
Cleveland  Museum  of  Art.  See  first  story  above. 


dollars  could  be  promised  to  such  a  project,  he 
would  undertake  to  match  it  by  getting  a  bill 
introduced  into  the  State  legislature  appropri- 
ating another  million  for  the  purchase  of  art 
works.  When  the  State  of  North  Carolina  did 
appropriate  the  funds,  the  renowned  art  scholar, 
the  late  Dr.  Valentiner,  became  so  interested  in 
the  project  that  he  dropped  his  high  post  at 
another  museum,  accepted  the  directorship  in 
North  Carolina,  and  managed  by  brilliant  buy- 
ing to  acquire  a  nucleus  collection  valued  at 
considerably  more  than  a  million 

At  that  moment  the  museum  was  left  the 
Phifer  bequest  of  three  hundred  thousand  dollars. 
Small  gifts  and  small  donations  of  money  now 
began  to  come  in.  The  museum  thrived.  After 
the  death  of  Dr.  Valentiner,  a  number  of  his 
friends — the  Agnews  in  London,  Julius  Bohler 
(Munich),  the  Edgar  Ewings  (Los  Angeles),  Mrs. 
Edsel  Ford  (Detroit),  Dr.  Hans  Schaeffer  and 
Mr.  Germain  Seligman  (New  York),  Dr.  and 
Mrs.  Paul  Wescher  (Santa  Monica),  and  others — 
donated  works  of  art  in  memory  of  him.  Mean- 
while the  Kress  Foundation  was  studying  the 
development  with  a  view  to  fulfilling  its  in- 
augural promise.  The  rapid  growth  of  the 
Museum  led  in  195 1  to  a  change  in  the  Kress 
proposal.  Paintings  rather  than  dollars  would  be 
donated.  Since  then  the  Kress  benefactors  have 
increased  their  offer  to  two  and  a  half  times  their 
original  million.  The  result  is  the  galaxy  of  new 
treasures  now  placed  in  the  galleries.  With  the 
consummation  of  the  Kress  gift,  the  young 
North  Carolina  Museum  of  Art,  a  State  institu- 
tion, now  steps  beyond  its  cradle  days  and  enters 
a  new  era. 

Famed  Altarpiece  at  Duveen's 

THE  famed  Horentine  quattrocento  'Poggibonsi' 
altarpiece  by  Andrea  del  Castagno  is  again 
available  on  the  market.  On  view  at  the  New 
York  Galleries  of  Duveen  Brothers,  it  impresses 
us  afresh.  The  central  panel  shows  the  Madonna 
and  Child  with  angels,  the  wings,  St.  Michael 
and  St.  Bridget.  Long  a  subject  of  study  by  in- 
ternational art  specialists  in  Florentine  painting, 
this  imposing  triptych  was  convincingly  identi- 
fied in  1941  as  an  early  Andrea  del  Castagno  by 
the  well-known  scholar,  George  Richter.  Dr. 
Richter  solved  the  attribution  upon  the  discovery 
of  five  hundred  year  old  tax  records  establishing 
Andrea's  birthdate  as  1423.  Earlier  scholars  such 
as  Berenson  had  reckoned  the  birthdate  as  about 
1 390.  With  this  nepr  fact  as  foundation  it  became 
possible  to  reconcile  the  mixture  of  Horentine 
and  Venetian  elements  in  the  triptych  which  had 
mystified  Berenson  and  the  others.  The  Horen- 
tine sculptural  figures  combined  with  Venetian 
colouring  could  now  be  explained  as  the  work  of 
a  young  Horentine  artist  who  had  come  under 
Venetian  influence.  Andrea  del  Castagno  was 
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(Left).  Botticelli.  The  Adoration  of  the  Child,  panel  (poplar),  49^  >  49^  in. 
(Above).  Rembrandt.  Portrait  of  a  Man  with  a  Sword,  canvas  46^  x  38$  in. 
Both  are  in  the  North  Carolina  Museum  of  Art  (Kress  Collection). 


one  such,  and  his  young  hand  was  promptly 
revealed  as  the  painter  of  the  altarpiece  by  com- 
paring details  in  the  picture  with  other  works  of 
his.  Handling  of  the  drapery  folds,  modelling  of 
the  hands,  the  way  the  hair  is  pain  ted,  sundry  mor- 
phological details  confirmed  the  identification. 

Shortly  thereafter  the  discovery  of  other 
records  gave  an  approximate  date  for  the  altar- 
piece  ( 1 443-1 444)  and  revealed  how  it  had  come 
to  be  painted.  The  figure  in  the  left  wing,  St. 
Bridget,  founder  of  the  Brigittine  Convent  del 
Paradiso  near  Florence,  holds  a  scroll  in  each  of 
her  hands.  The  recently  unearthed  records  bring 
to  light  that  one  scroll  represents  Pope  Eugenius 
IV's  document  of  gift  to  her  of  an  old  abbey  near 
Florence  as  a  home  for  her  nuns.  The  other 
scroll  represents  a  cleared  title  to  the  deed  of  land. 
The  reappearance  of  the  picture  on  the  market 
reminds  us  that  Suida  found  this  triptych  to  be 
'the  only  altarpiece  composed  of  more  than  one 
panel  that  we  possess  of  this  artist'.  As  to  the 
artist's  rank,  Lionello  Venturi  is  but  the  latest  to 
call  Andrea  del  Castagno  'one  of  the  greatest 
masters  of  the  Italian  Renaissance'. 

Siamese  Art 

NEVER  before  on  view  in  the  outside  world, 
three  hundred  national  art  treasures  of  Thailand 
are  now  on  exhibition  in  the  United  States  by 
gracious  permission  of  Their  Majesties  King 
Phumipol  and  Queen  Sirikit  of  Thailand.  This 
exhibition  of  ancient  and  'modern'  Siamese  art 
ranges  in  date  from  the  sixth  to  the  early  twen- 
tieth century.  All  the  major  arts  of  the  country 
are  gloriously  represented:  architecture,  sculp- 
ture, painting,  ceramics,  gold  and  silver  work, 
jewellery,  silk  weaving,  lacquer  ware,  the  arts  of 


design  in  the  theatre,  and  that  exacting  work  in 
which  the  Thai  are  still  supreme,  niello.  Archi- 
tecture, the  mother  of  the  arts,  is  represented  by 
a  full  sweep  of  large  photographs;  the  other 
sections  by  first-rate  examples  lent  from  the 
royal  collections,  ancient  Buddhist  monasteries, 
national  museums,  and  noted  private  holdings. 

More  than  half  the  exhibition  is  made  up  of 
sculptures,  many  of  them  profoundly  religious 
stone  or  bronze  life-size  statues  of  the  Buddha  in 
symbolic  postures.  The  thought  is  conveyed  not 
only  in  the  posture  as  a  whole  but  in  the  attitude 
of  the  hands,  the  turn  of  the  head,  the  modelling 
of  the  face,  and  so  on.  Serenity  is  the  common 
denominator  in  expression,  but  the  art  style 
changes,  often  considerably,  from  century  to 
century.  The  styles  vary  from  strong  simplicity 
to  lavish  ornamentation.  Smaller  sculpture  ex- 
tends into  intricately  wrought  objects  of  devo- 
tion in  stucco  and  terracotta  as  well  as  stone  and 
bronze,  and  also  into  rich  materials  such  as 
crystal,  silver,  and  gold.  The  fertile,  often  ex- 
uberent  imagination  of  Siamese  artists  is  much  in 
evidence. 

If  this  reviewer  may  lean  upon  the  studies  of 
Professor  Carlo  Feroci,  veteran  scholar  known 
in  Thailand  as  Silpa  Bhirasri,  Siamese  art  may 
be  summarized  as  essentially  a  religious  art. 
It  has  been  kindled  by  three  religions :  Thcrevada 
Buddhism,  the  Buddha  as  teacher,  a  doctrine 
calling  for  renunciation  of  the  world,  austerity, 
and  a  life  of  meditation;  Mahayana  Buddhism, 
belief  in  Buddha  as  God  of  the  Universe,  with 
a  whole  hierarchy  of  lesser  gods  (bohisattvas)  to 
help  him  govern ;  the  worship  of  Siva  and  Vishnu 
(Brahmanism).  Further,  there  arc  in  this  art  in- 
numerable mythological  themes  inspired  by  the 


national  epic,  the  Ramakirti,  the  Thai  version  of 
the  Sanscrit  Ramayana.  The  Thai  version 
'connects  the  present  dynasty  with  the  legendary 
hero  and  demigod,  Rama,  much  as  the  Aeneid 
was  meant  to  relate  the  founding  of  Rome  to 
certain  crucial  events  described  in  the  Iliad'.  In 
addition,  there  enters  into  this  art  a  vast  folk  lore 
with  a  thousand  and  one  variants  on  a  basic  story 
in  which  'a  prince,  bent  on  renouncing  the  world 
to  attain  wisdom,  endures  all  sorts  of  trials  but 
always  defeats  the  demon'. 

Each  of  these  aspects — the  three  religions, 
the  mythology  from  national  epic,  the  folk  lore — 
are  extensively  indicated  in  the  exhibition.  How- 
ever, in  the  midst  of  all  this  multiplicity,  what 
might  seem  much  too  complex  in  meaning  for 
Occidentals  is  often  aesthetically  ordered  by  the 
grasp  of  the  eye.  The  Western  eye  can  readily 
appreciate  several  distinct  styles  into  which  these 
Eastern  arts  fall.  For  in  our  civilization  we,  too, 
have  had  primitive  and  classical  forms,  a  medi- 
aeval period,  a  renaissance,  and  an  academic 
nineteenth  century.  To  be  sure,  there  arc  no 
actual  parallels  between  East  and  West  in  the 
arts.  Their  influences  are  wholly  Asian,  and  their 
meaning  foreign  to  us.  Yet  again  and  again  the 
masterpieces  in  the  exhibition  speak  to  us — this 
rough  hewn  Buddha  with  its  primitive  force,  a 
serene  head  in  noble  symmetries,  this  fantasy 
aflutter  with  restless  ornament,  and  a  piece  of 
gorgeous  jewellery  intricately  designed. 

The  Meissen  'Swan'  Service 

SINCE  the  second  world  war  several  American 
museums  and  private  collectors  have  acquired 
pieces  of  the  finest  dinner  porcelain  ever  made  at 
Meissen :  the  famed  'Swan'  service.  Of  these 
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splendid  pieces  the  latest  to  be  announced  are  a 
pair  of  plates  and  a  centrepiece-dish  given  to  the 
Toledo,  Ohio,  Museum  of  Art  by  Florence 
Libbey.  The  dishes  tellingly  illustrate  for  citizens 
of  Ohio  that  moment  in  history  when  not  only 
the  china  made  at  Meissen  but  life  at  the  royal 
courts  of  Germany  reached  a  new  peak  of  dis- 
tinction. The  moment  dates  about  1735. 

In  the  early  eighteenth  century  the  palaces  of 
German  kings  and  princes  were  scenes  of  pomp 
and  power  in  which  sumptuous  elegance  played 
a  role.  The  great  entertainments  featured  schau- 
essen,  banquets  for  show — lordly  feasts  at  which 
the  tables  were  splendidly  dressed  with  silver.  At 
the  court  of  Saxony,  porcelain  came  to  be  a  proud 
part  of  the  pageant  because  the  kings  of  Saxony 
were  the  active  patrons  of  Meissen  ware.  Indeed, 
the  factory  was  being  sponsored  by  the  king 
when  true  porcelain  was  invented  at  Meissen  by 
Johann  Bottger  in  1710.  Thereafter,  the  king,  to 
grace  his  table,  commissioned  one  luxurious 
porcelain  service  after  another.  Shortly,  Meissen 
became  the  fashion  throughout  Europe,  a  rage 
for  it  extending  as  far  as  England.  The  commerce 
grew  so  large  that  the  king  kept  one  of  his 
ministers,  Count  Briihl,  in  charge  of  the  factory 
for  thirty  years  (1733-1763).  Count  Briihl  en- 
couraged the  artists  employed  at  Meissen  to  out- 
do themselves.  The  result  was  a  long  and  brilliant 


series  of  fresh  creations  recognized  ever  since  as  a 
glory  of  the  decorative  arts  in  Europe. 

Among  numerous  able  artists  at  Meissen,  the 
sculptor,  Johann  Joachim  Kandler  became  out- 
standing. He  arrived  at  the  factory  in  173 1  and 
inaugurated  Meissen's  'sculptural  period'.  Kand- 
ler's  crisp  designs  in  the  finest  taste,  his  bold, 
enchanting  forms  and  fancies  have  seldom  been 
surpassed  in  the  entire  realm  of  European  cera- 
mics. Exactly  when  he  conceived  the  Swan 
Service  has  not  been  determined ;  perhaps  it  was 
in  1738  when  he  is  known  to  have  modelled  the 
handsome  centrepiece  (platmenage)  and  a  large 
tureen. 

A  swan  motif  prevails  throught  the  service. 
This  motif — two  swimming  swans  and  a  flying 
and  a  crouched  heron,  all  against  a  background  of 
reeds  and  'waves',  the  whole  decoration  in  relief 
— appears  on  all  the  flatware,  and  on  many  of  the 
standing  dishes.  In  addition  a  sculptural  orna- 
ment in  the  shape  of  a  swan  adorns  handles  and 
lids  of  covered  dishes,  sauce  boats,  chocolate  jugs. 
A  marvellous  variety  of  vessels  occurs  in  the 
service:  shells  on  dolphin  bases,  for  oranges;  a 
basin  for  grapes ;  a  flat  quadrangular  container  on 
feet,  for  sausages;  a  monteith-form  receptacle  for 
Burgundy  bottles;  small  chalices  for  vermouth; 
covered  shell  boxes  on  fanciful  feet,  for  spices, 
and  so  on.  In  many  of  the  ornaments,  cupids, 


nereids,  tritons,  dolphin  masks,  and  scrolls  are 
introduced  as  well  as  swans.  The  plates  are 
cream  white.  Most  of  the  rest  of  the  service 
sparkles  with  colours  and  tracings  of  gold,  the 
whole  making  for  a  rich  effect. 

Some  1400  pieces  of  the  Swan  service  survived 
in  private  hands  until  this  century.  Occasionally 
a  few  items  of  it  were  placed  on  exhibition  in 
Berlin  or  Dresden  before  1939.  Evidently  the 
pieces  that  now  remain  are  being  widely  dis- 
persed. The  pieces  acquired  by  the  Toledo 
Museum  are  in  excellent  condition;  the  centre- 
piece dish,  a  nereid  painted  in  enamel  colours  with 
gold  traceries,  being  a  remarkable  little  object. 

English  Lustreware  in  Chicago 

THE  dazzling  new  show  of  old  English  lustre 
pottery  at  the  Art  Institute  of  Chicago  has  proved 
one  of  the  most  popular  exhibitions  of  the  season. 
All  the  pieces  on  view  are  owned  by  the  Institute 
but  they  have  been  of  late  in  storage  due  to 
renovation  of  the  Museum.  Now  reinstalled,  the 
collection  stands  again  as  a  mecca  for  lovers  of 
lustre ;  for  it  is  considered  the  greatest  gathering 
of  old  English  lustreware  in  America.  In  fact,  the 
late  R.  L.  Hobson,  the  British  Museum  authority 
on  English  lustre,  called  it  the  most  notable 
collection  he  had  ever  seen.  Since  then  a  host  of 
rarities  has  been  added.  The  new  installation  has 
brought  in  collectors  from  far  and  near,  eager  to 
study  these  examples  by  way  of  comparing  them 
vviih  their  own  pieces. 

To  see  a  lustreware  collection  of  this  magni- 
tude is  to  come  away  astonished  at  the  extra- 
ordinary variety  of  ways  in  which  English  potters 
used  lustre.  Almost  every  English  potter  from 
Wedgwood  down  to  the  smallest  factory  made 
lustreware  at  one  time  or  another  between  1 800 
and  1850.  So  much  rivalry  is  largely  responsible 
for  the  high  quality  and  wonderfully  varied 
effects  produced.  In  fact,  the  English  imagination 
has  seldom  seemed  more  active  than  in  the 
diverse  myriad  decorations  conceived  by  English 
potters  in  this  period.  Lustre  is  but  one  arc  in  the 
circle  of  English  pottery,  but  the  achievement 
within  this  arc  is  something  to  behold. 

The  Chicago  collection  reveals  an  amazing 
multitude  of  forms,  decorative  designs,  and  dif- 
ferent combinations  of  underglaze  colours  (blue 
or  white  or  yellow,  etc.)  with  copper,  gold,  pink, 
rose,  purple,  silver,  and  silver  resist  lustreing.  The 
decorations  include  bands  of  leaves  and  flowers, 
portraits,  historical,  patriotic,  religious,  mythol- 
ogical, commemorative,  and  sporting  subjects, 
together  with  illustrations  from  children's  books 
and  popular  prints  such  as  the  Cries  of  London. 
Every  type  and  technique  of  lustre  are  represen- 
ted. In  fact  the  numerous  lustre  experiments 
undertaken  by  the  different  potters  often  ended 
in  but  one  or  a  few  examples  being  made.  Scores 
of  these  'experimental'  pieces — busts,  statuettes, 
and  intricate  creations — are  in  the  Art  Institute  of 
Chicago.  The  resist  technique,  most  highly  es- 
teemed by  collectors  because  it  is  the  rarest  type 
of  lustre  decoration,  is  superbly  represented. 
There  is,  for  example,  an  entire  section,  mostly 
Bristol,  of  silver  resist  on  canary  yellow. 

To  mention  special  prizes  in  such  a  multitude 
is  not  easy.  Perhaps  the  most  important  Wedg- 
wood item  is  a  fish  set  of  shell  dishes,  the  shells  in 


Again  on  the  art  market,  at  Duveen  Brothers,  New  York: 
the  'Poggibonsi'  altarpiece,  by  Andrea  del  Castagno,  c.  1443-4. 
The  centre  panel  measures  55J  x  28^  in. 
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(Above).  Stucco,  12.5  cm.  high,  head  of  a  Divinity,  Dvaravati  style,  sixth-eleventh 
century.  (Above  right).  Bronze,  20  cm.  high,  face  of  a  Buddha  image.  Chieng  Sen 
style,  thirteenth-fourteenth  century.  (Right)  Pentachromatic,  8  cm.  high,  porcelain 
bowl.  Ayudhya  style,  seventeenth-eighteenth  century.  Three  items  in  the  'Art 
Treasures  of  Thailand'  exhibition  staged  in  New  York  by  the  National  Museum, 
Bangkok.  (Below).  Meissen  14  \  in.  high  centrepiece  painted  with  enamel  colours  and 
gold,  by  J.  F.  Eberlein,  and  one  of  a  pair  of  13J  in.  diameter  plates,  by  J.  J.  Kaendler, 
from  the  celebrated  'Swan  Service'.  The  Toledo  Museum  of  Art. 


'natural'  colours  after  study  of  Wedgwood's  own 
seashell  collection.  Other  rare  Wedgwood  items 
include  a  Madonna  bust  in  all-over  silver  lustre, 
a  vegetable  dish  with  a  red  lion  on  the  cover,  and 
a  cake  basket  in  white  with  silver  lustre  floral 
ornaments.  Perhaps  rarest  in  Wedgwood's  pink 
lustreing  is  a  pair  of  fluted  column-form  vases, 
about  a  foot  high.  A  statuette  of  Britannia,  made 
by  Wood  and  Caldwell,  Burslem,  Staffordshire, 
painted  in  enamel  colours  and  silver  lustre,  is 
doubly  valuable  because  it  bears  on  the  bottom 
the  impressed  maker's  mark.  A  pair  of  chubby 
cupids  is  described  by  the  latest  lustre  authorities, 
John  and  Baker,  as  'one  of  the  most  charming 
models  ever  produced  in  Staffordshire'.  This  pair 
is  in  pink  lustre  of  several  tones,  with  miniature 
lions  around  a  mottled  base.  A  remarkable 
Staffordshire  item,  commemorating  an  American 
historical  event,  is  a  jug  in  copper  lustre  with  a 
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broad  band  of  yellow  around  the  body,  bearing 
two  transfer  pictures :  obverse,  the  Surrender  of 
Cornwallis;  reverse,  Lafayette  Crowned.  On 
and  on  the  rarities  go,  through  lustred  pots  made 
by  Leeds,  Ralph  Wood,  Thomas  Harley,  Short- 
house,  Stevenson,  Ridgeway,  St.  Anthony's,  and 
all  the  others. 

Philadelphia  Classical-style  Tea  Pot  added 
to  Los  Angeles  Collection 

LOS  ANGELES  County  Museum  owns  one  of 
the  finest  collections  of  Early  American  silver  in 
public  hands.  The  supreme  American  silver 
assemblage  is,  of  course,  the  Garvan  Collection 
at  Yale  University.  Next  come  capital  collections 
in  the  Museum  of  Fine  Arts,  Boston,  the  Metro- 
politan in  New  York,  and  the  Philadelphia 
Museum — each  peerless  in  certain  categories. 
Major  gatherings  are  also  to  be  found  in  Balti- 
more, Providence,  Cleveland,  Detroit,  Chicago, 
Minneapolis,  and  St.  Louis.  The  treasures  in  Los 
Angeles  are  less  well  known,  but  this  early 
American  silver  collection  ranks  among  the  top 
dozen.  It  is  of  tremendous  value  to  West  Coast 
citizens  and  students  who,  thousands  of  miles 


(Left).  Staffordshire,  9|  in.  high,  silver  lustre 
figure  of  Britannia,  c.  1818,  with  impressed 
maker's  mark.  By  Wood  and  Caldwell,  Burslem. 
(Right).  Staffordshire,  7  in.  high,  commem- 
orative jug  in  copper  lustre,  c.  1825-30.  Both 
items  are  reproduced  by  courtesy  of  the  Art 
Institute  of  Chicago. 


removed  from  the  once  colonial  East,  neverthe- 
less enjoy  the  same  American  heritage,  and  are  as 
much  inspired  by  America's  past  as  are  people 
still  residing  in  the  colonial  area. 

Wc  record  with  pleasure  a  recent  addition  to 
the  American  silver  at  the  Los  Angeles  Museum. 
This  acquisition  is  a  Philadelphia  tea  pot  in  the 
classical  style,  made  about  1790  by  one  of  the 
leading  silversmiths  of  Philadelphia:  Joseph 
Richardson,  Jr.  The  form  is  a  Roman  urn  shape 
on  a  circular  foot  mounted  on  a  square  base ;  the 
cover,  a  tall,  inverted  cone  topped  with  a  minia- 
ture urn  finial.  Another  enchanting  adornment 
is  the  pierced  gallery,  characteristic  of  Philadel- 
phia tea  pots  in  the  classical  style.  The  rest  of  the 
ornament  is  exquisitely  discreet — finely-beaded 
seams,  a  'Swan's-neck'  spout,  a  C-curvcd  wood- 
en handle  carved  with  a  waterleaf,  and  a  mono- 
gram in  a  delicate  bright-cut  medallion  of  fronds 
and  ribbons. 

The  classical  style  particularly  appealed  to 
citizens  of  the  newly  founded  republic  of  the 
United  States.  Its  strong  simplicities  of  form,  its 
precise  proportions  and  Graeco-Roman  sym- 
metries seemed  especially  attractive  to  a  people 


'whose  national  motto,  decimal  currency,  form 
of  federal  government,  as  well  as  public  archi- 
tecture, were  all  based  on  Roman  forms'.  The 
urn  shape  (based  on  the  Roman  funerary  urn) 
was  admired  to  such  an  extent  by  Americans  that 
as  early  as  1788,  when  celebrating  the  establish- 
ment of  the  Constitution  of  the  United  States, 
the  Philadelphia  society  of  goldsmiths  and  silver- 
smiths chose  it  as  their  symbol.  In  the  celebration 
parade  they  bore  aloft  a  silk  flag  on  which  was 
shown  the  Genius  of  America  holding  in  her 
hand  a  silver  urn  with  the  following  motto :  'The 
purity,  brightness  and  solidity  of  this  metal  is 
emblematical  of  that  Liberty  which  we  expect 
from  the  new  Constitution'.  Classical  urn-form 
silver- — tea  pots,  coffee  pots,  sugar  bowls,  cream 
jugs,  goblets,  and  vases — swept  into  fashion  in 
the  United  States,  and  remained  in  wide-spread 
fashion  until  1825-30.  The  graceful  lines  of  the 
urn  made  for  such  handsome  examples  every- 
where that  silver  was  made  in  the  young  nation. 
None,  however,  as  we  note  afresh  in  the 
example  acquired  for  Los  Angeles,  were  more 
graceful  than  the  classical-urn  silver  made  in 
Philadelphia. 


Printed  in  Great  Britain  by  Tillotsons  (Bolton)  Limited,  Bolton  and  London. 
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CONNOISSEUR  REGISTER 

Retired  Businessman  with  time  on  his  hands  and  an  interest  over  a 
number  of  years  in  Chinese  pots  and  Fine  Art  in  general,  would  like  to 
hear  from  a  London  Dealer  to  whom  his  services  might  be  of  use,  part  or 
full  time.  He  claims  no  expert  knowledge.  Box  No.  7186. 

YOUNG  MAN,  requires  situation  in  Picture  Gallery,  interested  in 
English  and  Dutch  schools.  Box  No.  7187. 

WANTED— Exeter  Plate  by  Richard  Sams,  1771-5.  Forward  com- 
plete description  and  photo,  if  possible,  with  prices.  William  Warner, 
Inc.  P.O.  Box  558 — Indianapolis  6,  Indiana,  U.S.A. 

IMPORTANT  NEW  BOOKS— 'Chinese  Snuff  Bottles'  (L.  S.  Perry) 
90  colour  plates,  £5.  'English  Pistols  and  Revolvers'  (G.  N.  George)  new 
1961  edition,  £3  5s.  Free  40  page  Catalogue  of  all  'Collectors'  books. 
Ceramic  Book  Company,  Newport,  Mon. 

WANTED:  pictures,  books,  barometers,  silver,  glass,  furniture,  etc., 
connected  with  the  City  of  LINCOLN.  Box  No.  7183. 

Colour  photographs  sell  your  fine  goods — we  make  the  finest 
colour  photographs.  Wallace  Heaton  Ltd.,  127  New  Bond  Street, 
London,  W.l. 

WANTED  by  Private  Collector  OLD  AMERICAN  FLAGS  (prior  to 
1870) .  Write :  B.  Mastai,  2 1  East  57th  Street,  New  York  22,  N.Y.  (U.S.A.) 

Garrard  &  Co.  Ltd.,  Crown  Jewellers,  are  particularly  interested  to 
purchase  Table  Silver,  such  as  Tea  and  Coffee  Services,  Trays,  Waiters, 
Dishes,  Spoons  and  Forks,  Candlesticks,  Candelabra  etc.  Also  all  types  of 
Antique  Silver  and  Antique  Jewellery.  Send  pieces  to  1 12  Regent  Street, 
London,  W.l,  or  a  personal  visit  to  our  London  showrooms  would  be 
welcomed. 

WANTED:  Silver  Cow  or  Bull  creamer — preferably  English.  Arnold 
Kauffman,  1 703  State  Tower  Building,  Syracuse  2,  N.Y. 

Antique  Clocks  bought,  sold  and  repaired.  E.  Jurmann,  C.M.B.H.J., 
26  Spring  Street,  Brighton,  Sussex.  Tel:  25006. 

SILVER,  Small  collection,  18- 19th  Century  pieces.  Collectors  only. 
Colonel  Ross,  26  Princes  Avenue,  London,  N.lO. 

Haddonfield,  New  Jersey:  SANSKI  GALLERY,  50  Tanner  Village. 
Fine  early  American  and  European  paintings,  drawings  and  sculpture 
bought,  sold,  restored. 

Paintings  and  Drawings.  Write  for  illustrated  lists.  Home  and  Over- 
seas. Old  Hall  Gallery  Ltd.,  Iden,  Rye,  Sussex. 

FOR  SALE — a  Lifetime  collection  of  commemorative  mugs  and  jugs, 
from  1 760.  Nelson,  Napoleon,  Wellington,  Coronation  etc.  Dormy  House, 
Antiques,  Kingsbury  Street,  Marlborough,  Wilts.  Tel.  703. 

WANTED:  Battersea,  Bilston  enamels — boxes,  scent  bottles,  wine 
labels,  plaques.  Joseph  Heafelin,  Detweiller  Drive,  Peoria,  Illinois, 
U.S.A. 

YE  OLDE  TYMES,  27  High  Street,  Clacton-on-Sea.  Comprehensive 
stock  of  Antique  Furniture,  Jewellery,  Silver,  Plate  and  China.  Personal 
visits  invited.  Trade  enquiries  welcomed.  Telephone:  Clacton  800. 

FOR  SALE — Fine  skeleton  clock  under  glass  shade.  Clean  and  in  going 
order.  18  gns.  Box  No.  7185. 

APADANA,  Ancient  Persian  Art.  Germany:  Frankfurt-M,  Verren- 
trappstr.  47.  Tel.  775427. 

GALERIE  G.  CRAMER,  38  Javastraat,  THE  HAGUE,  Holland, 
dealers  in  Old  Master  paintings,  bronzes  and  prints,  will  send  upon 
request  a  new  catalogue  No.  5. 

WANTED :  Russian  Enamel  Pieces.  Write  A.  E.  Turcone,  298  Broadway, 
Providence,  R.I.,  U.S.A. 

WANTED:  Antique  Watches.  All  types.  Need  not  be  in  running  condi- 
tion. Write  Box  No.  7169. 

YOUNG  MAN,  age  20,  requires  situation  in  Antique  or  Auctioneering 
business.  (London  area.)  Some  knowledge,  able  to  drive.  Tel.  Richmond 
3245  or  write  Box  No.  7181 

Register  advertisements  are  $2- 00 for  15  words  (minimum),  and  thereafter  10  cents 
per  word,  which  must  be  prepaid  and  mailed  to  THE  CONNOISSEUR,  21 
East  57th  STREET,  NEW  YORK  22,  NT.  Addresses  or  Box  Numbers 
must  be  inserted,  and  replies  to  the  latter  should  be  clearly  marked  with  the 
Box  Number.  The  Proprietors  of  The  Connoisseur  accept  no  responsibility  for  any 
sales  effected. 
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Who  are  today  s patrons? 


TODAY,  many  of  the  chief  patrons  of  the  Arts  are  leading 
men  in  industry  and  commerce.  They  are  important 
collectors  of  fine  things  either  for  themselves  or  for  their  offices 
and  they  are  in  the  happy  position  of  being  able  to  buy  what 
they  admire.  They  appreciate  too  that  a  fine  work  of  art  is  an 
investment  that  will  keep  its  value. 

Make  certain,  therefore,  that  your  announcements  appear 
regularly  in  the  pages  of  the  financial  times.  You  can  be 
certain  that  a  large  and  influential  audience  will  see  them. 

the  financial  times  caters  for  all  who  are  interested  in  the  world  of 
art.  Denys  Sutton,  the  well-known  authority,  is  a  regular  contributor  to 
its  pages. 


Connoisseurs  who  mean  business  for  you  —  read 

THE  FINANCIAL  TIMES 

every  day 

SIDNEY   HENSCHEL,   ADVERTISEMENT  DIRECTOR,   BRACKEN  HOUSE,    10  CANNON  STREET,  LONDON,  EC4 
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An  important  early  Sheraton 
the  long  drawer  fitted 
Width  36  inches.  Depth  19 


mahogany  bonheur-du-jour. 
with  a  writing  slide, 
inches.  Height  62  inches. 


I 


FRANC  I  SO  )  GUARD1  (171a   t793).  PIAZZ1  VTA  S.  \dARCO, 

l  /  1  \s.  14 1     n|  INCHES  (36-3 

'/•,»  |f  -ecu  at  The  //..•■  '  «'        annual  Exhibition  commencing  lime  ah.  a 


CHRISTIE'S 

will  offer  at  auction  on  Thursday,  8th  June 

IMPORTANT  FRENCH  FURNITURE 

the  property  of 
His  Grace  THE  DUKE  OF  NORFOLK,  K.G. 

the  late  The  Rt.  Hon.  ADELE,  COUNTESS  CADOGAN 

(sold  by  Order  of  the  Executor) 

and  others 


lilust  rated  Catalogues  [28  plates)  14s.  Od.  post  free.  Plain  Catalogues  6d.  post  free 

CHRISTIE,  MANSON  &  WOODS,  LTD. 

8  King  Street.  St.  James's.  London.  S.W.I 


Telephone:  Trafalgar  9060 


Telegrams  christiart  piccy  London 


Marlborough  Fine  Art  Ltd 

39  Old  Bond  Street  London  Wi  Hyde  Park  6195-6 
Cables  Bondarto 


Marlborough 


Important  Modern  Masters 


Agents  for 

Armitage 

Bacon 

Chadwick 

Oskar  Kokoschka 

Henry  Moore 

Pasmore 

Rebeyrolle 

Ceri  Richards 

Sutherland 

The  Estate  of  Jackson  Pollock 


Gustave  Caillebotte  Le  Petit  Gennevilliers  —  I' Embarcadkre  1890 
31J  X  25! inches 


Exhibitions 

May -June    Jackson  Pollock 

June-July    Henry  Moore  stone  and  wood  carvings 
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SOTHEBY'S 

Founded  1744 

announce  the  Sale  on  Tuesday  30th  May,  of 

THE  WELL-KNOWN  COLLECTION  OF 
IMPORTANT  JADE  CARVINGS  AND 
FINE  CLOISONNE,  LACQUER  AND  AMBER 

(Third  and  Final  Part) 
the  property  of  the  late  T.  B.  KITSON,  Esq. 


Illustrated  Catalogue  (32  plates,  I  in  colour)  10/-.  Plain  Catalogue  6d.  Post  free. 
SOTHEBY  &  CO.,  34  &  35  NEW  BOND  STREET,  LONDON,  W.l 

Telephone:  Hyde  Park  6545  Telegrams:  Abinitio,  Wesdo,  London 

AMERICAN  REPRESENTATIVES:  SOTHEBY'S  OF  LONDON  LTD.,  717  Fifth  Avenue,  New  York  22 
Telephone:  Plaza  8-2891  Telegrams:  Abinitio,  New  York 


SOTHEBY'S 

Founded  1744 

announce  the  Sale  on  Wednesday  14th  June,  of 

HIGHLY  IMPORTANT  OLD  MASTER 

PAINTINGS 

the  property  of  His  Grace  THE  DUKE  OF  LEEDS, 
Mrs.  EDDIE  FISHER,  the  late  Mrs.  R.  MAKOWER, 
the  late  Mrs.  A.  L.  SNAPPER  and  other  owner- 


William  HOGARTH  The  Beggar's  Opera  Signed  and  dated  1729.  23|  x  28£  inches 


Also  works  by  GOYA,  RUBENS,  HALS,  GUARDI.  CANALETTO.  FRA  ANGELICO. 
NEROCCIO.  PATER.  LUCAS  CRANACH  the  Elder  and  JOOS  VAN  CLEVE 

Illustrated  Catalogue  (41  plates)  10  -  ($2).  Plain  catalogue  6d.  Post  free 


SOTHEBY  &  CO. 

Telephone:  Hyde  Park  6545 


SOTHEBY'S 

Founded  1744 

announce  the  Sale  on  Wednesday  28th  June,  of 

IMPORTANT  IMPRESSIONIST  AND  MODERN 
PAINTINGS,  DRAWINGS  AND  SCULPTURE 

the  property  of  Sir  ROBERT  ADEANE,  REGINALD  CRITCHLEY,  Esq., 
THE  JOSEPH  HIRSHHORN  FOUNDATION,  Mrs.  INGA  L.  DE  IRIGOYEN  and  other  owners 


Pierre-Auguste  RENOIR  Enfance,  1891  25i     19$  inches 

Illustrated  Catalogue  (74  plates,  13  in  colour)  10     (±2).  Plain  Catalogue  6d.  Post  free. 

34  &  35  NEW  BOND  STREET,  W.l 


Telegrams:  Abinitio,  Wcsdo,  London 


By  Appointment 
Antiquaries  of  Chinese  Art 

TO  THE  LATE  QuEEN  MaRY 


By  Appointment 
Antiquaries  of  Chinese  Works  of  Art 
to  H.M.  the  Kino  of  Sweden 


JOHN  SPARKS 

LIMITED 

Cfuneste  Morhi  of  girt 


A  large  Chinese  porcelain  punch  bowl 
decorated  in  brilliant  Famille  Rose  enamels. 

CH'IEN  LUNG  PERIOD:  A.D.  1736-1795. 

Diameter  15  inches.  Height  7  inches. 


128  MOUNT  STREET,   LONDON,  W.  1 

GROsvenor  2265 
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JOHN  MITCHELL  &  SON 


(JOHN  MITCHELL) 


FINE  PAINTINGS 


Signed 


BOUQUET  OF  FLOWERS 
BY 

ABRAHAM  MIGNON 

1640-1679 
(Active  Utrecht  1670) 


Oil  on  panel  15  \  II j  inches 


8  NEW  BOND  STREET,  LONDON  Wl 


Telephone:  HYDe  park  7567 


Cables:  Jonmit,  London 


SARD 


Admiral  Sir  Sidney  Smith,  1764-1840  Canvas  30  X  25  inches 

SIR  WILLIAM  BEECHEY,  r.a.,  1753-1839 


Admiral  Earl  St  Vincent,  1735-1823  Canvas  30  x  25  inches 

GILBERT  STUART,  1755-1828 


Portrait  of  a  Naval  Officer  Canvas  50  x  40  inches 

JOSEPH  HIGHMORE,  1692-1780 


Portrait  of  a  Naval  Officer  Canvas  50  x  40  inches 

THOMAS  HUDSON,  1701-1779 


21   RYDER  STREET,  ST.  JAMES'S,  LONDON,  S.W.I 


General  Robert  Melville,  1723-1809  Canvas  30  X  25  inches  Colonel  Paterson,  1739-1825  Canvas  30  x  25  inches 

SIR  HENRY  RAEBURN,  R.A.,  1756-1823  LEMUEL  ABBOTT,  1760  1803 

see  Greig's  Raeburn,  p.  53  and  Armstrong's  Raeburn,  p.  108 


21   RYDER  STREET,  ST.  JAMES'S,  LONDON,  S.W.I 

Tplpnhone:  WHITEHALL  6894 


A  highly  important  Sheraton  secre- 
taire of  unusually  high  quality, 
with  a  China  cabinet  above,  the 
domed  top  having  a  painted  design 
of  garlands  of  roses  entwined  with 
ribbons.  The  design  of  the  astragals 
is  particularly  good,  the  same  design 
being  carried  out  in  the  interior 
of  the  secretaire.  The  base  of  the 
cabinet  has  a  painted  design  of 
flowers  and  urns  and  the  door  con- 
ceals adjustable  shelves. 
Height  8ft.  2\  in. 

Depth  1  ft.  9  in. 

Width  3  ft.  8  in. 


BY  APPOINTMENT 
ANTIQUE  DEALERS  TO  THE  LATE  QUEEN  MARY 

MALLETT 


MALLETT  &  SON  (ANTIQUES)  LTD. 
40  NEW  BOND  STREET,  LONDON  W.l 
TELEPHONE  GROSVENOR  7411  (5  LINES) 


Exceptionally  fine  unglazed  pottery  Polo  Player  mounted  on 
Horse  with  legs  missing,  with  traces  of  pigment  decoration. 
Height  8\  inches.  Length  12  inches.  T'ang  Dynasty  A.  D. 618-906 


aninq 

OF   MOUNT  STREET  LTD  I 
LONDON 

1 1 2  Mount  Street 

Antique  furniture  LONDON,  W.I 

Chinese  and  European 

Works  of  Art  Telephone:  Grosvenor  2  8  $8  Cables:  BAKGRO,  London 
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Exhibiting  at  STAND  No.  34 
Intique  Dealers'  Fair 
Grosvcnor  House 
June  7-  22 


D  M .  fcr  E 


Members  of  The  British  Antique  Dealers'  Association  I. til., 
and  Art  and  Antique  Dealers'  League  of  America 


LONDON 

69  Upper  Berkeley  Street 
Portman  Square,  W.  1 

Telephone:  PADdington  6595 
Cables:  Vivantique,  London 


NEW  YORK 

46  East  57th  Street 
New  York  22,  N.Y. 

Cables:  Vivantique,  New  York 


WHIELDON  POTTERY 

Rare  example  of  a  cat  by  Thomas  Whieldon, 
Staffordshire.     Decorated     in  translucent 
glazes  of  manganese,  it  stands  5J  inches  high. 
Circa  1760. 


Please  Note  CHANGE  OF  LONDON  ADDRESS 
69  Upper  Berkeley  Street,  Portman  Square,  W.l 


DENYS  WREY  Ltd 

Members  of  The  British  Antique  Dealers  Association 

45  SLOANE  STREET,  LONDON  S.W.I 

Telephone:  BELgravia  1813/4 


Period  Furniture  Works  of  Art 
Expert  Restoration  of  Antiques 


An  important  pair  of  Louis  XVI  table 
candelabra  with  finely  modelled  bronze 
female  figures  holding  triple  branched 
ormolu  candlesticks  on  ormolu  mounted 
marble  bases,  overall  height  2  ft.  ?>\  in. 


WE  ARE  ALWAYS  ANXIOUS  TO  BUY  FINE  ENGLISH  ANTIQUE  FURNITURE 
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HARVEY  &  GORE 

LTD. 


C.  1750 


4  BURLINGTON  GARDENS,  LONDON,  W.l 

Hyde  Park  2714 


A  fine  Antique  Irish  Silver  Salver  by  Robert  Calderwood. 
Dublin  c.  1750.  Diameter  20  inches.  Weight  120  ounces. 


BANKERS  since  181 2 

Messrs.  Coutts  &  Co. 
Strand 


Antique  Jewels,  Old  English  Silver,  Enamels,  etc. 


Valuations  for 
Probate,  Insurance 
and  Division 


MEISSEN,  c.  1745-1750 

Painted  in  pastel  shades  within  calligraphic  gilt  borders  in  the 
workshop  of  a  Dresden  Hausmaler 

(C/.:  G.  E.  Pazaurek,  Deutsche  Fayence-  und  Porzellan-Hausmaler .  Vol.  2. 
page  350,  figs.  317  and  318) 


ANTIQUE  DEALERS'  FAIR,  GROSVENOR  HOUSE,  STAND  44 


SPECIALISTS  IN 
ENGLISH  and  CONTINENTAL 
PORCELAIN,  FAIENCE,  MAIOLICA 
and  POTTERY 


NEWMAN  &  NEWMAN 

(ANTIQUES)  ITD. 

IN  ASSOCIATION  WITH 

H.  E.  BACKER  LTD. 


156  BROMPTON  ROAD, 
LONDON,  S.W.3 

Telephones:  KENsington  5272  &  3793 
PORCELIQUE  LONDON 


Cables: 


ELMARTES  LONDON 


Attractive  Mahogany 
serpentine  fronted  sideboard 
of  small  size 

LENGTH  4  O"  HEIGHT  2  I O" 
DEPTH  2'2i" 


Valuations  for  Insurance  and  Probate 

MAPLE  &  CO.  LTD. 


TOTTENHAM  COURT  ROAD,  LONDON  W.l.    TEL:  EUS.  7000 
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WILLIAM   CLAYTON  LTD. 

FINE  CHINESE  JADE  CARVINGS,  PORCELAIN  AND  ORIENTAL  WORKS  OF  ART 


A  superb  translucent  cloud-white  Jade  Lotus  Bowl,  inspired  bv  the  lien  hua,  symbol  of  purity  and  immortalised  by 
the  Buddhists,  carved  both  inside  and  outside  with  overlapping  petals,  the  handles  with  a  bird  between  two  buds 
and  with  loose  rings,  the  jade  ot  fine  quality  and  with  a  few  russet  splashes  visible  only  on  the  exterior. 

Height  3  inches,  width  9^  inches.  Ch'ien  Lung  period  A.D.  1  736—  1 79c. 

Jade  of  this  quality  evokes  from  the  Chinese  expressions  such  as 
jun,  elegant  like  morning  dew;  wen,  warm  and  smooth  like  the 
flesh  of  a  child  or  chen  mi,  fine  and  close  like  the  texture  of  a 
delicate  silk  fabric. 


38  BURY  STREET,  ST.  JAMES'S,  LONDON,  S.W.I 

TELEGRAMS:  WILCLAYTON,  LONDON  WHITEHALL  1173 


Mid- 1 8th  century 
mahogany  bureau  bookcase 
3  ft.  3  ins.  wide 
7  ft.  2  ins.  high 


HARRODS 

ANTIQUE  GALLERIES,  THIRD  FLOOR 
Member  of  The  British  Antique  Dealers  Association 


HARRODS  LTD  KNIGHTSBRIDGE  LONDON  SWI 


Tel  SLOane  1234 


Cables  EVERYTHING  HARRODS  LONDOr 
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BY  APPOINTMFNT 
TO  II. M.  QUEEN  EI.IZAIIETI1 
THE  QUEEN  MOTHER 
FINE  ART  DEALERS 


partners: 

oscar  e.  johnson 
h.  f.  j.  leccatt 

a.  e.  francis 
p.  a.  b.  johnson 


BY  APPOINTMENT 
TO  THE  LATE 
QUEEN  MARY 
FINE  ART  DEALERS 


LEGGATT  BROTHERS 


ESTABLISHED  1820 


VIEW  OF  WINDSOR 
Oil  painting  by  CHARLES  DEANE 
Exhibited  in  the  Royal  Academy  in  i  Sec- 
Canvas  size  57  X  84  inches 


30  ST.  JAMES'S  STREET,  LONDON,  S.W.i 

Telephones:  Whitehall  3772  and  32^2  Cables:  Leggahros,  Piccy,  London 


xvn 


LIBRARY  CfflMNEYPIECE,  WOODCOTE  PARK 


A  superb  example  of  English  mid  18th  Century  Craftsman- 
ship in  the  French  Manner.  This  Chimneypiece  is  of 
carved  Wood  and  Gilt  with  its  original  Marble  Surround. 


T.   CROWTHER   &  SON 

(T.  CROWTHER  &  SON  LTD.) 

282  NORTH  END  ROAD,  FULHAM,  LONDON,  S.W.6 
Telephone:  FULham  1375-7  Cable  Address:  ANTIQUITY,  LONDON 

Please  Note:  We  close  on  Saturdays  at  I  p.m. 


\  typical  detail  of  the  room  carvings 


Elaborate  and  delicate  detail  to  the  frieze 
and  jambs,  of  scrolls,  flowers  and  foliage, 
pierced  trellis  work  and  unusual  Birds 
supporting  shelf. 


The  Frieze  centre  showing  finely  modelled 
head  and  rococo  scrolls. 


Drawing  showing  reconstruction  of  the  Woodcote  Park  Library.  With  the 
exception  of  the  Chimneypiece  the  entire  Room  (size  27  ft.  6  in.  X  19  ft.  X  12  ft. 
high)  has  been  stripped  of  paint  and  gilding,  the  plaster  Cornice  no  longer 
exists.  See  Article  "Clues  to  the  'Frenchness'  of  Woodcote  Park",  pp.  241-250. 


T.    CROWTHER    &  SON 

(T.  CROWTHER  &  SON  LTD.) 

282  NORTH  END  ROAD,  FULHAM,  LONDON,  S.W.6 
Telephone:  FULham  1375-7  Cable  Address:  ANTIQUITY,  LONDON 

Please  Note:    We  close  on  Saturdays  qt  I  p  rn. 


$ratt  & 
Purged 

LIMITED 

Members  of  The  British  Antique  Dealers  Association 

MELTON  COURT 
7  OLD  BROMPTON  ROAD 
LONDON,  S.W.7 

Kensington  8501 

OLD  ENGLISH  FURNITURE 
CHIMNEY  PIECES 

Pratt  and  Burgess  have  a  large  collection  of  mantelpieces  of  the  eighteenth  century 
periods,  in  carved  marble  and  wood,  suitable  for  the  smaller  town  or  country  house. 


MARTIN  &  Co.  Ltd.  of  CHELTENHAM 


1708  1724  172s  1693 

John  Sutton  Geo.  Wickes  Sarah  Parr  PR  in  Cypher 


Promenade  CHELTENHAM  Telephone  2821 
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HONORE  DAUMIER 


I.es  trois  commeres 


WILDENSTEIN 

147  NEW  BOND  STREET,  LONDON,  W.i 

Mayfair  0602 


EXHIBITION 

of 

SEVENTEENTH  AND 
EIGHTEENTH  CENTURY 

OIL  SKETCHES 

until  June  3rd 


HAZLITT  GALLERY 

4  Ryder  Street,  St.  James's,  S  .W.i 


Whitehall  6821 


CHINESE  ART 

by  Daisy  Liou-Goldschmidt  and  J.  L.  Moreau-Gobard 


A  superb  collection  of  plates  covering  the  important  stages 
in  the  history  of  Chinese  art,  this  exquisitely  illustrated 
volume  traces  the  origin  of  that  art  from  the  Neolithic 
period  onwards.  It  is  a  representative  selection  from  the 
world's  finest  private  collections — each  object  being  chosen 
for  the  place  it  takes  in  the  evolution  of  the  art  of  the 
great  Chinese  civilisation. 

428  pages  133  illustrations  (65  in  full  colour)  Cloth  with 
slip-case  13x10  inches  £12  12s 


STUDIO  BOOKS  161  FLEET  STREET  LONDON  EC4 
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A  fine  example  of  a  George  II  Chocolate  Pot.  Engraved  with  a  contemporary  Coat 
of  Arms.  By  R.  Beale.  London  1734.  Weight  32.00  oz. 

ASPREY  IN  THE  CITY.  The  City  man  will  find  a  usefully  close-at-hand  service  at  Asprey  and  Birch 
&  Gaydon,  153  Fenchurch  Street  where,  besides  the  comprehensive  stock  held,  any  pieces  can  be  sent 
from  Bond  Street  at  short  notice. 


ASPREY  &  CO.  LTD  •  165/169  NEW  BOND  STREET  •  LONDON  •  W.1   •  HYDe  Park  6767 


under  the  patronage 

of  H  M  Queen  Elizabeth 

The  Queen  Mother 

Opening  ceremony 
to  be  performed  bv 
H  R  H  The  Princess  Marsraret 

7th  to  22nd  June 

open  11  am  to  7.30  pm 
except  Sundays 
opening  day  from  5  pm 
admission  5s.  season  Tickets  -£1 


2  I  St 

antique 

dealers' 

1961 

fair  & 

exhibition 

Grosvenor  House 

Park  Lane,  London  Wi 
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23  GRAFTON  STREET  LONDON  Wl. 


A    LOUIS    XV    EINGWOOD    OCCASIONAL  TABLE 

Height  2  ft.  5  in.,  width  I  ft.  II  in.,  depth  i  ft.  4L  in. 


TELEPHONE   HYDE  PARK  0444 


ESTABLISHED  1884 


TELEGRAMS  BLAIRTIQUE,  PtCCY,  LONDON 


Members  of  The  British  Antique  Dealers'  Association  /./</. 


XXVII 


Grosvenor  Gallery 

15  Davies  Street      London  W.1 

Tel.:  Mayfair  2782     Hyde  Park  3314     Cable  address:  Sevenartz  London 


Leningrad  Experimental  Graphics  Laboratory 

Lithographs 

by  Twenty-seven  Soviet  artists 


Britanishsky 

Brodski 
Charnetzkaya 

Djagupova 

Elenkri 
Ermalayev 
Israelovich 

Kaplan 
Kaplun 
Kuks 
Kurdov 
Lanin 
Latash 


from 

MAY  9 
until 
JUNE  10 


Lubimova 
Maslenikova 
Matiukh 
Miloradovich 
Mordvinova 
Nemenova 
Pomeranzeva 
Shenderov 
Skouliari 
Steinberg 
Sudakov 
Vasnezov 
Vedernikov 


Yacobson 


EDITIONS  LIMITED  TO  TEN  COPIES 


from  June  13  until  July  8 
ARCHIPENKO  -  SCULPTURE 

1909-1921 
and 

PAINTINGS  AND  DRAWINGS  BY  HIS  CUBIST  AND  FUTURIST  CONTEMPORARIES 
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THOMAS  LUMLEY  ltd. 


3  BURY  STREET,  ST.  JAMES'S 

LONDON,  S.W.I  WHITEHALL  4732 


AN  UNIQUE  GEORGE  I  SILVER  CHOCOLATE  POT  AND  TEA  POT 
WITH  THEIR  ORIGINAL  HANDLES 
BY  JOSEPH  WARD      LONDON  1719 


WILLIAM  WALTER  (Antiques)  LTD. 

CHANCERY  HOUSE,  CHANCERY  LANE,  LONDON  W.C.2 


Telephone:  Chancery  3248 


Si  •  4 


Telegrams:  Walter  Silvavults  London 


ANTIQUE  SILVER 


GEORGE  II 
ANTIQUE  SILVER  BULLET  TEAPOT 

Date  1734 
by  Richard  Beale  of  London 


CECIL  DAVIS 

Members  of  The  British  Antique  Dealers  Association 


LTD. 


SPECIALISTS  IN  EARLY 
ENGLISH  AND  IRISH  GLASS 

Fine  Pottery  and  Porcelain 


Three  fine  early  English  moulded  specimens:  the  engraved  tankard 
dated  1784,  7|  inches  high;  the  boxcl,  74  inches  diameter;  and  the 
tankard  icith  unusual  lobed  base,  6|  inches  high.  Circa  1750—60. 

We  shall  be  exhibiting  at  our  usual  Stand  (No.  4} 
at  the  Antique   Dealers'*  Fair,  Grosvenor  House, 
7th-22nd  June,  1961 


3  GR0SVEN0R  STREET 
NEW  BOND  STREET,  LONDON,  Wl 


Telephone: 
GROsvenor  3130 


Cobles: 

'CRYSTALDAV  LONDON'  (W.  Union) 


DUITS 


LTD 


Finest  examples 
of 

ijth  century  Dutch  Masters 


6  DUKE  STREET 

ST.   JAMES'S,   LONDON,   S  .  W  .  i 

Telephone  :  Whitehall  7440 
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BY  APPOINTMENT 
DEALERS  IN  ANTIQUE  FURNITURE  AND  WORKS  OF  ART 
TO  THE  LATE  QUEEN  MARY 


M.  Harris  &  Sons 

ESTABLISHED  1868 


An  elegantly  proportioned  Hepplewhite  mahogany  Settee 
in  the  French  manner.  Length  6  ft.  3  in. 


44/52  New  Oxford  Street,  London  W.C.i 

Telephones:  Museum  2121,  2122  Telegrams:  Artisonne  Phone  London 


XXXI 


RAYNER  MacCONNAL 


MEMBER  OH  THE  BRITISH  ANTIQUE  DEALERS    ASSOCIATION   I  Tl>. 


Telephone:  HYDe  P.irk  7997 


36  DOVER  STREET     LONDON  W.i 

A  view  of  the  Galleries  at  our  New  Address 


Pictures  displayed  above  are  by 
EUGENE  DE  BLAAS  J.  J.  SPOHLER 

F.  MOLA  F.  R.  UNTERBURGER 


Always  on  display  a  large  selection  of  IJth,   1 8th  and  19th 


<.'  with  Water-mill  and  H<jn  ft-s 

.  WATTS 

inches 


Still  Life 

PAR  PIETER  VERBRUGGEN 
Signed  and  dated.  1664—1730 
43  X  4J  inches 


ings 


JAN  VAN  GOYEN 

1595-1656 

River  Scene  with 
Church  en  left  bank 

Sinned  and  dated  1640 
22  x  32I  inches 


NORRERT    FISCHMAN    GALLERY    Ltd         26  Old  Bond  Street,  London,  W.  I         Tele:  Hyde  Park  5744 


LONDON 

1 8  Leather  Lane  E.C.I 
Holborn  4633 


I.  FREEMAN  &  SON  LTD.  NEW  Y0RK 

12  East  52nd  Street 


PAUL  LAMERIE 


Plaza  9-6900 
Collections  or  single  items  purchased 


****** 


S 


Meat  Dish  by  Paul  Lamerie,  London  1741 
Size  15£  X  11  inches.  Weight  33  oz.  15  dwt 
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BERENDT  ANTIQUES  LIMITED 

Member  of  The  British  Antique  Dealers  Association 


A  Louis  XVI  organ 
long  case  clock  by 
DAVID  ROENTGEN 
with  movement  by 
Mollinger  of  Berlin. 

Clock  7  ft.  4  in.  high  with  a 
separate  ebonised  plinth 
10  in.  high. 

A  similar  clock  from  the 
Marmorpalais,  Potsdam,  is 
illustrated  in  Abraham  and 
David  Roentgen  by  Hans  Huth 
on  page  58. 

Christian  Mollinger,  1 754- 
1826,  specialised  in  musical 
and  astronomical  clocks, 
two  of  which  can  be  seen  in 
the  Schloss  Museum,  Berlin. 


67  DUKE  STREET      GROSVENOR  SQUARE      LONDON,  W.i 

Telegrams:  Firoart,  Phone,  London  Telephone:  Mayfair  0929 


Mann  &  Fleming 
(Antiques)  Ltd* 

Members  of  The  British  Antique  Dealers'  Association  Ltd. 


Rare  early  Regency  Mirror 
41 1  X  22  £  inches 


ANTIQUES 
DECORATIONS 


120B  MOUNT  STREET 
LONDON,  W.l 

GROsvenor  2770 


Clje  ©lb 
fletoter  ^>I)op 

(CHARLES  CASIMIR) 

Member  of  The  British  Antique  Dealers'  Association  Ltd. 

THE  FINEST  COLLECTION  OF  ANTIQLE  PEW  TER 
IN  THE  COLNTRY 

Early  Oak  Furniture,  Antique  Brass  Chandeliers 
and  Fenders  always  in  stock 


A  magnificent  pair  of  fine  quality  Antique  Pewter  Pricket 
Candlesticks.  Circa  1780.  Extreme  Height  3  ft.  1  in. 

142  BROMPTON  ROAD 
LONDON,  S.W.3 

Tel:  Kensington  7370 

ANTIQUE  PEWTER  AND  EARLY  OAK 
FURNITURE  URGENTLY  REQUIRED 

COLLECTIONS  PURCHASED 
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?i(j&6A  and  ConUnetttat  oftlovr,  c^Hlrucdm^. 


XVIII  Century  German  silver  gilt  Ewer  and  Dish  by  Johann  Trefler.  Augsburg  1720 

Length  of  Dish  15  J  inches 


An  Example  from  our  Collection  of  Early  Continental  Silver 


Valuations  for  Probate. 
Insurance  and  Division. 


PHILLIPS  &  RIXSON 


LIMITED 

31  OLD  BROMPTON  ROAD 
LONDON  S.W.7 

Telephone:  KENsington  5858 


A  very  fine  pair  of  late  1 8th  Century  gilt  girandoles 
Height  38  inches,  width  155  inches 


Members  of  The  British  Antique  Dealers  Association 


FURNITURE 
PAIN TINGS 


Louis  XV  Savonnerie  carpel.  C.  1750 
16  X  12  feel  wide 

HOWARD 

8  Davies  Street,  London  W.l 


FINE  CARPETS 
WORKS  OF ART 


DAVID  BLACK  &  SONS 

1  BURLINGTON  GARDENS 
NEW    BOND     STREET.  W.l 


have  on  exhibition  and  for  sale  one  of 
the  most  carefully  chosen  collections  of 
Antique  English  and  Continental  Silver, 
Objets  de  Vertu  and  fine  Works  of  Art 
in  Great  Britain  and  America. 

We  are  always  desirous  of  purchasing 
for  cash   anv   of  the  aforementioned 
Works  of  Art. 

-fa  We  cspeciallv  wish  to  purchase  ^  est 
African,  Inca  and  Mexican  Primitive 
Sculpture  and  Works  of  Art  in  Gold, 
Ivory,  Bronze,  viz.  Figures,  Busts 
and  Masks. 


Telegraphic  Address: 
DAVIBLACK,  LONDON" 


Telephone: 
HYDE  PARK  3851 


and 


MR.  BERNARD  BLACK 
1062  MADISON  AVENUE,  NEW  YORK  21 
Telephone:  TRAFALGAR  9-2171 
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TOOTH 

Established  1842 

3i    BRUTON  STREET 

LONDON,  W.i 

Grosvenor  6741  Cables:  'INVOCATION,  London' 


XXXIX 


PRIDES  of  LONDON  12 


^  ^  Members  of  The  British 

Antique  Dealers'  Association  Lid. 


A  gentleman's  Hepplewhite  kneehole 
dressing  table  in  faded  mahogany, 
the  rising  back  and  adjustable  writing 
flap  forming  a  secretaire^  the  toilet 
drawer  fitted  with  mirror,  covered 
boxes  and  compartments;  the 
kneehole  section  enclosed  by  a  tambour. 
25  inches  wide. 


V  179/180  SLOANE  STREET,  S.W.I 


Tel:  BELgravia  3080 


H.  S.  WELLBY 


Small  Monteith  Bowl,  London  c.  1690 

by  Benjamin  Bathurst 
maker's  mark  only,  struck  four  times 
8  J  in.  across.  20  oz.  5  dwt. 

16c  Grafton  Street,  W.i 

Telephone:  Hyde  Park  1597 
Antique  English  and  Continental  Silver  ■  Old  Sheffield  Plate 


^mSate&3oHnston^lta 

Established  1813 

Head  office: 

91-93  CHARTERHOUSE  STREET,  LONDON,  E.C.i 

also  at  :  LIVERPOOL  -  MANCHESTER 
SOUTHAMPTON*  -  BELFAST  -  PARIS 
NEWCASTLE  -  GLASGOW  -  TORONTO 
NEW  YORK     -     MONTREAL     -  ETC. 


Packers 


Sh 


Custombrokers 


ippers 


In 


surers 


Travel  Agents 
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JAN  FYT 

(the  boy  painted  by  jacob  jordaens) 

Circa  1645 
Oil  on  canvas  70  X  95  £  inches 


I 


We  desire  to  purchase  paintings  and 
ivater-colours  by  old  and  modern  masters 


THE 


LEGER  GALLERIES 


LTD 


(J.   LEGER   &  SON) 


13    OLD    BOND    STREET,    LONDON,    W.  1 

HYDE    PARK    2679  ESTABLISHED  1892 

BRUSSELS:  13  RUE  DE  LA  REGENCE 


XLI 


THE  LEFEVRE  GALLERY 


NEW  PAINTINGS 

by 

GHIKA 

May  10- June  2 


30  BRUTON  STREET 
LONDON  W.l 

Telephone:  Cables: 
Mayfair  2250      Drawings,  London 


F.  LEGER 


Nature  Morte,  '31 


23  x  35f  inches 


CHARLES  WOOLLETT&  SON 

(Members  of  The  B.A.D.A.  Ltd.) 


Very  Fine  Antique  WORCESTER  Shell  sweetmeat,  composed 
of  3  tiers  of  scalloped  shells  with   puce   edges,    interiors  painted 
with  flowers.  Rockivork  encrusted  with  coral,  seaweed  and  shells. 
10  J  inches  high.  First  Period. 

59/61  WIGMORE  STREET,  LONDON,  W.l 

Established  1889  Phone:  Welbeck  8664 


A.  FREDERICKS 

(CHELSEA)  LTD 

26^-267  Fulham  Road 
London  SW3 

Flaxman  2188 


Wish  to  Purchase 
Eighteenth  Century  English  Furniture 
Jor  the  Home  and  Export  Markets 
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R.  L.  HARRINGTON  LTD. 


Oimtors: 

Reginald  L.  Harrington 
vlary  T.  Holder 
vlary  Clarke 


(formerly  CHRISTY'S  OF  KENT  LTD.) 

120  and  125  MOUNT  STREET 
LONDON  W.l 

Member  of  The  British  Antique  Dealers'  Association  Ltd. 


Telephones : 

GROsvenor  1785  &  5270 
Cables: 

CHRISANT,  LONDON 


4k  tfc 


Pair  of  bronze,  ormolu  and  marble  Candelabra  with  Blue -John  bases: 
superb  detail.  English,  18th  Century.  25  inches  high. 


FINE    ANTIQUE  FURNITURE 

WORKS   OF  ART 


GREGORY  &  CO. 


(BRUTON  STREET)  LTD. 


ESTABLISHED  1823 


27  BRUTON  ST.,  BERKELEY  SQUARE 
LONDON,  W.l 


TELEPHONES: 
MAYFAIR  2608/9/0 
MAYFAIR  2066 


TELEGRAMS: 
GREGCO,  WESDO 
LONDON 


A  superb  pair  of  Sheraton  half 

round  Side  tables,  finely  inlaid. 

Length  42  inches 

Depth  20  inches 

Height  33  inches 

ANTIQUES 

BUILDING 

FURNITURE 

ELECTRICAL  WORKS 

UPHOLSTERY 

DECORA  TIONS 

CUR  TAINS 

H   E   A  TING 

CARPETS 

VALUATIONS 

Birds  and  Animals  in  a  landscape 
by  *> 
ROELANDT  SAVERY 
1576-1639 

Signed  and  dated  1623 
Panel  12*  x  17  inches 


^   BLAISE  PRESTON  LTD. 

Old  master  Paintings 

152  HIGH  STREET  NORTH,  DUNSTABLE,  BEDS. 

{Ml  or  AS  -  London  32  miles)  Tel:  Dunstable  62595 


RESTORATION  AND 
CONSERVATION  OF 
THE  ANTIQUE 

Restorers  to  the  Leading  Museums 

BRONZES  •  CERAMICS  ■  ENAMELS 
IVORIES  •  JADES  •  MARBLES 
TORTOISESHELL  ■  MOTHER-OF-PEARL 
SNUFFS  •  ORMOLU  •  BUHL 
OBJETS  D'ART  ■  FURNITURE  ■  ETC. 

G.  GARBE 

FOUNDED  I770 

23  CHARLOTTE  STREET 
LONDON,  W.i 
Telephone:  museum  1268 


Regardless  of  size  or  complexity 
you  can  rely  on  P  &  S  to  pack  and 
forward  to  all  parts  of  the  world, 
promptly,  safely  and  economically. 

Pitt  &  Scott 

Limited 

1/3  St.  Paul's  Churchyard,  London 
E.C.4 

Telephone:  City  6474 

Household  removals  to  all  parts  of 
the   world.   Storage  facilities  at 
London,  Liverpool,   Glasgow  and 
Paris. 
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MEMBERS  OF  THE  BRITISH  ANTIQUE  DEALERS'  ASSOCIATION  LTD 


A  pair  of  antique  silver  entree  dishes  and  covers 
London,  hallmark  1804-5.  By  PAUL  STORR 


COLLECTIONS  OR  SINGLE  PIECES 
PURCHASED 


TRADE  ENQUIRIES 
INVITED 


A  BOOK  ON  HALLMARKS 
Paper  covered  8s.  6d.  post  free 
Leather  covered  18s.  6d.  post  free 


HOLMES  LTD.,  29  OLD  BOND  STREET,  LONDON,  W.l 


(Our  Only  Address) 


Telephone:  HYDE  PARK  1396 


XI. V 


Mcmbm  of  The  fioru* .ll'nn 
Dcjdrrf'  Axtacimi  Ltd. 


BIGGS 

MAIDENHEAD 


Open  all  day  an  Saturdays 


MmJ  VI  Apostle  spoon.  St. 
fames  the  Greater.  lonrlrai  1 548 
by  Nicholas  Bartkmcw. 


Henry  VDI  Apostle  spoon. 
I  mAm  1516.  Maker's  mark  a 


32  HIGH  STREET.  MAIDENHEAD.  BERKSHIRE      TEL.  (3  LINES)  223.  963-964 


Antiques.  Furniture 

and  Works  of  Art 

packed  & 

SHIPPED 

to  all  parts  of  the  World 

OVERSEAS  HOUSEHOLD  REMOVALS 

GANDER  &  WHITE  LTD. 

Head  Office: 

25  CHEVAL  PLACE,  BROMPTON  ROAD,  LONDON  S.W.7 


Telephone: 

KNIghtsbridge 

0646-8 


'Happy  and  kur:  -. 

I  shell  If 
Gander  &  While 


Packing 
Warehouse: 

Empress  Place,  Lillie  Road,  S.W.6.    Telephone:  FULham  0JO9 


HENRY  SPENCER 

—  &  SONS  -—  


Eric  C.  Spencer.  M.B.E.,  M.A.  (Cantab).  F.RJ.C.S..  F.AJ. 
Hfiil  W.  Spencer.  -M.A.  (Cantab),  F-AJ. 
H.  Michael  Spencer.  F.RJ.C.S..  F.A.I. 
L.  M.  Se>mour.    W.  E.  Peck.  FJU.    Harry  C.  P.  Spencer.  A.AJ. 

of  RETFORD,  Nottinahamshire 


COLLECTION  OF  250  ENGLISH.  EUROPEAN 

AND  EASTERN  SMOKING  PIPES. 
FOR  SALE  BY  AUCTION  AT  RETFORD  ON 

MAY  I  Ith  at  2-3*  p.m. 

Sales  by  Auction 
of  the  Contents  of  Mansions  and  Country  Houses 

Sales  of  Landed  Estates  and  Properties 


20  The  Square,  RETFORD,  Notts. 

Telephone:  ma, -1 

4  Paradise  Street,  SHEFFIELD  i 

Telephone  :  2c2o6  (2  Una) 

91  Bridge  Street,  WORKSOP,  Notts. 

Telephone:  3347-* 

VALUATIONS  FOR  ALL  PURPOSES 


-  »  -   -  -  -  -  -  -•-  -  -  -  -  •  - 
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M.  A.  KOEKKOEK,  1849 

Fully  signed  and  dated 

Canvas:  25  X  34  inches  (64  X  86  cm.) 
Framed:  32  X  41  inches  (82  X  104  cm.) 


M.  NEWMAN  LTD 

Established  1870  Members  of  The  British  Antique  Dealer*'  Association  Ltd. 

43a  Duke  Street,  St.  James's,  and  1/3  Ryder  Street,  London,  S.W.I 

Telephone:  WHltehoU  6068/9  Telepephxc  Address:  SEWPIC,  PICCr,  LONDO.S 


Who  are  todays  patrons  : 


? 


TODAY,  many  of  the  chief  patrons  of  the  Arts  are  leading 
men  in  industry  and  commerce.  They  are  important 
collectors  of  fine  things  either  for  themselves  or  for  their  offices 
and  they  are  in  the  happy  position  of  being  able  to  buy  what 
they  admire.  They  appreciate  too  that  a  fine  work  of  art  is  an 
investment  that  will  keep  its  value. 

Make  certain,  therefore,  that  your  announcements  appear 
regularly  in  the  pages  of  the  financial  times.  You  can  be 
certain  that  a  large  and  influential  audience  will  see  them. 

the  financial  times  caters  for  all  who  are  interested  in  the  world  of 
art.  Denys  Sutton,  the  well-known  authority,  is  a  regular  contributor  to 
its  pages. 


m 


Connoisseurs  who  mean  business  for  you  —  read 

THE  FINANCIAL  TIMES 

every  day 


SIDNEY   HENSCHEL,   ADVERTISEMENT   DIRECTOR,   BRACKEN  HOUSE,    10  CANNON   STREET,  LONDON,  EC4 
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Telephone: 
EASTBOURNE  780 

Cables: 
ANTIQUITY,  Eastbourne 


A  brilliantly 
coloured 
BOW  Pheasant, 
and  a  pair  of  small 
DERBY  Partridge 
tureens  and 

covers. 
Circo  1760. 


Colour 
transparencies 

on  request 


tntfreb  OTilUamtf  (Antique*) 

38  SOUTH  STREET,  EASTBOURNE,  SUSSEX 


70   SOUTH    AUDLEY    STREET,    LONDON,  W.I 

(Member  of  The  British  Antique  Dealers' Association  Ltd.)  Telephone:  HYDe  Park  5288 

(and  at  36  HIGH  STREET,  OXFORD)        Telephone:  Oxford  4197 


FINE  TAPESTRIES. 
SAVONNERIE  and 
AUBUSSON  CARPETS. 
NEEDLEWORK 
and  BROCADES 

ENGLISH  and  FRENCH 
FURNITURE 


A  mid-nineteenth  Century  needle- 
work rug  OH  yellow  ground.  The 
floral  decoration  of  vivid  colours 
surrounded  by  border  of  dual 
green  foliage. 

Size  lift.  5  in.  X  8ft.  5  in. 
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AN    IMPORTANT   TRADE  ANNOUNCEMENT 

TO  MANUFACTURERS:  IMPORTERS:  WHOLESALERS 

METROPOLE  EXHIBITIONS  (Cardiff)  LTD. 

ANNOUNCE  THE  OPENING 

OF  A  NEW  CENTRALLY  APPOINTED  ULTRA-MODERN  EXHIBITION  BUILD- 
ING IN  STATION  TERRACE.  Floor  area  of  8,000  square  feet  available  on  four 
floors  served  by  passenger/goods  lift.  Premises  situated  in  an  easier  parking  area. 

ADVANCE  BOOKINGS,  apply  to  MR.  D.  N.  WILLIAMS,  ORGANISING  DIRECTOR, 
METROPOLE  EXHIBITIONS  (Cardiff)  LIMITED,  METROPOLE  BUILDINGS, 
STATION  TERRACE,  Opposite  Queen  St.  Station,  CARDIFF.  (Tel.  21325.) 


G.  N.  DAWNAY 

(Fine  Arts) 

Specialist  in  the 
Finest  and  Rarest  in 
English  and  Welsh  Ceramics 


108  Penylan  Road,  CARDIFF 

Telephone:  Cardiff  36888 


Private  residence 
By  appointment 


RALPH  GOX 


Bronzed  plaster 

signed  H.  Hopper,  London 

and  dated  1807 

(one  of  two  matching 

torcheres) 

30  inches  high 


Telephone 
22463 

Exhibiting 
Chelsea 
Spring 
Fair 


FOR  SALE 

Fine  example 
of  Italian 
craftsmanship 


Mahogany  bookcase 
made  in  Florence 
in  1871  for  the  4th 
Marquess  of  Bath 


For  further  particulars 

apply  to 

The  Librarian 

Longleat 

Warminster 

Wilts. 


!    Antique  Silver 

HARRY 

j    Sheffield  Plate 

CHERNACK 

Antique  Jewellery 

of  Edinburgh 

;          85  ROSE  STREET  •  PHONE  CAL  3038 

Member  of  The  British  Antique  Dealers  Association 
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|    FERNAND  LEGER  CATALOGUE  | 

E  Collectors  who  possess  Paintings,  Gouaches,  Draw-  = 

EE  ings  or  original  Ceramics  by  Fernand  Leger,  numbered  || 

5  series  of  Ceramics,  Tapestries  or  Bronzes,  are  asked  s 

=  to  contact  the  Publication  Committee  of  the  Catalogue  § 

|  of  the  Works  of  FERNAND  LEGER.  | 

|  MUSEE  FERNAND  LEGER  | 

|         BIOT  (ALPES  MARITIMES)  FRANCE  j 

^lii  i  ■■iiiiiiiiiiiiiiiitiniiiiiif mi ■ iiiiiiiiiiiiiiiiiiiiiiiii ■■■■■■■■■■■■■■■■■■■■■■■■■■■■iiiiiiiiiiiitiiiiiiiittiiinii^P 


LAMPS  &  SHADES 

by 


NITA  MILLER 

63a  Grosvenor  Street 
London  W.I 

MAY  FAIR  0951 
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SPECIALISTS  IN  FINE  BOOKCASES 


A  finely  figured  mahogany  Hepplewhite  secretaire  Bookcase,  8  ft.  3  in.  wide. 


R.  F.  LOCK 

Member  of  The  British  Antique  Dealers'  Association  Ltd. 

152  BROMPTON  ROAD,  LONDON,  S.W.3 

Telephone   Kensington  3221 


SEVERAL  BREAKFRONT  BOOKCASES  IN  STOCK 


The 

House  of  Perez 


Fine  Kirman  Prayer  Rug  from  South-East  Persia. 
Size  6  ft.  8  in.  by  4  ft.  6  in. 
Ref.  No.  50400 

• 

Internationally 
Famous  for  Fine  Carpets 

Perez  (London)  Ltd. 

Member  of  the  B.A.D.A. 

t  12  and  168  BROMPTON  ROAD 
LONDON,  S.W.3 

Telephones:  KENsington  9878,  9774  &  1  «j  1  7  (112  only) 
Also  GLASGOW,  BRISTOL  &  AMSTERDAM 
Telegraphic  Address:  CARPEREZET,  London 


CONNOISSEUR  REGISTER 

FOR  SALE:  Old  Established  Jewellers  coupled  with  Antique  and 
Modern  Furniture.  Important  position  in  Historic  Town,  Southern 
England.  Spacious  premises;  15  years  Lease  at  moderate  rental.  Net 
earnings  exceed  £2,000.  Genuine  retirement.  £3,750  plus  stock.  Christie 
&  Co.  (Sole  Agents),  Jacey  House,  Bournemouth.  Tel:  27247. 


Wallace  Heaton's  colour  photographs  do  justice  to  the  finest  pieces. 
Commercial  Department,  127  New  Bond  Street,  London,  W.l. 


YE  OLDE  TYMES,  27  High  Street,  Clacton-on-Sea.  Comprehensive 
stock  of  Antique  Furniture,  Jewellery,  Silver,  Plate  and  China.  Personal 
visits  invited.  Trade  enquiries  welcomed.  Telephone:  Clacton  800. 


ACTIVE  PARTNER  REQUIRED  with  initiative,  £5,000  essential. 
Established  Art  business  in  Edinburgh.  Box  No.  7188. 


SCHOOL  of  DESIGN  and  DECORATING.  Michael  Inchbald, 
M.S. I. A.,  F.R.S.A.,  M.B.A.D.A.,  will  run  a  concentrated  ten-week 
course,  starting  October  2nd  until  December  8th,  covering  every  aspect 
of  Design  and  Decoration,  modern  and  classical,  including  furniture, 
silver,  china,  as  well  as  a  practical  course  of  upholstery,  furniture  painting 
and  repair.  Application  to  10  Milner  Street,  S.W.3. 

WANTED:  26th  Napoleonic  Gold  Siege  Coin  Malta.  Struck— Count 
Vaubois.  1799.  Numismatic  Bank  of  Malta,  Boston  21,  U.S.A. 


FOR  SALE :  Fourteen  Tiger  hunting  prints,  on  Elephants,  by  T.  McLean 
1819.  Titles  in  English  and  French.  Plate  size  14|  x  19\  in.  Nice  colours. 
Elson,  62  Thornhill  Road,  Streetly,  Sutton  Coldfield. 


Haddonfield,  New  Jersey:  SANSKI  GALLERY,  50  Tanner  Village. 
Fine  early  American  and  European  paintings,  drawings  and  sculpture 
bought,  sold,  restored. 


WANTED:  Silver  Cow  or  Bull  creamer — preferably  English.  Arnold 
Kauffman,  1703  State  Tower  Building,  Syracuse  2,  N.Y. 


Paintings  and  Drawings.  Write  for  illustrated  lists.  Home  and  Over- 
seas. Old  Hall  Gallery  Ltd.,  Iden,  Rye,  Sussex. 


WANTED:  pictures,  books,  barometers,  silver,  glass,  furniture,  etc., 
connected  with  the  City  of  LINCOLN.  Box  No.  7183. 


PRIVATE  Collector  wants  French  china  CARNIVAL  CATS  by  Galle 

of  Nancy.  Box  No.  7190. 


Garrard  &  Co.,  Ltd.,  Crown  Jewellers,  offer  the  highest  prices  for 
jewellery,  silver  and  gold  articles.  Offers,  without  obligation,  will  be  sent 
for  consignments  received  at  112  Regent  Street,  London,  W.l.  For 
larger  quantities  of  silver,  our  buyers  will  visit  you  upon  request. 


WANTED :  Russian  Enamel  Pieces.  Write  A.  E.  Turcone,  298  Broadway, 
Providence,  R.  I.,  U.S.A. 


WANTED  by  Private  Collector  OLD  AMERICAN  FLAGS  (prior  to 
1870) .  Write :  B.  Mastai,  2 1  East  57th  Street,  New  York  22,  N.Y.  (U.S.A.) 


Antique  Clocks  bought,  sold  and  repaired.  E.  Jurmann,  C.M.B.H.J., 

26  Spring  Street,  Brighton,  Sussex.  Tel:  25006. 


WANTED:  Old  Ivory  Theatre  Tickets.  Any  quantity.  Write  Merrin, 

530  Madison  Avenue,  New  York,  N.Y. 


LADY  REQUIRED  for  Art  showroom  in  Edinburgh,  good  appearance, 

good  background  and  engaging  personality.  State  previous  experience. 
Box  No.  7189. 


WANTED:  Old,  non-humorous  legal  prints,  etchings,  engravings  of 
trials,  judges,  courtrooms,  Write  Hyder,  1609  Oil  &  Gas  Building,  Fort 
W  orth,  Texas,  U.S.A. 


WANTED:  Battersea,  Bilston  enamels — boxes,  scent  bottles,  winl 
labels,  plaques.  Joseph  Haefelin,  Detweiller  Drive,  Peoria.  Illinois, 
U.S.A. 


Register  advertisements  are  %2-00 for  15  words  (minimum),  and  thereafter  10 cents 
per  word,  which  must  be  prepaid  and  mailed  to  THE  CONNOISSEUR,  21 
East  57th  STREET,  NEW  YORK  22,  N.Y.  Addresses  or  Box  Numbers 
must  be  inserted,  and  replies  to  the  latter  should  be  clearly  marked  with  the 
Box  Number.  The  Proprietors  of  The  Connoisseur  accept  no  responsibility  for  any 
sales  effected. 
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The  small  jet  (lignite)  figure  of  St.  James  comes  from  Spain  and  was  carved  circa  1475.  These  early 
carvings  were  originally  sold  to  the  Pilgrims  visiting  Santiago  de  Compostela,  and  owing  to  the  brittle 
nature  of  jet  only  a  few  are  still  in  existence. 

The  grape  gathering  scene  by  Jacopo  Bassano  is  a  fine  sketchy  example  of  this  artist's  work,  subtle  in 
colouring  and  probably  one  of  a  set  of  the  seasons.  Size:  46£  x  59  inches. 

One  of  the  earliest  exports  of  works  of  art  from  Great  Britain  was  Nottingham  Alabaster  panels  of  the 
15th  century.  Complete  altarpieces  exist  in  some  of  the  churches  of  France,  Italy  and  Spain,  although 
only  odd  panels  are  to  be  seen  in  our  own  churches.  The  panel  illustrated,  of  the  Annunciation,  is  an 
early  example  circa  1440  retaining  traces  of  the  original  polychrome  decoration. 

The  leisure  hours  of  the  ladies  of  the  17th  century  have  bequeathed  to  us  some  remarkable  examples  of 
needlework,  much  of  which  is  now  faded,  tattered  and  torn.  The  casket  illustrated  is  in  amazingly 
brilliant  state  and  the  variety  of  stitches  and  detail  of  the  figures  etc.  is  a  monument  to  patience. 

Without  doubt  William  van  de  Velde  was  the  greatest  shipping  painter  of  all  time  and  was  official 
painter  of  sea  pieces  to  Charles  II.  During  the  war  with  the  Dutch  he  was  given  a  galliot  to  stand  off  the 
fleets  and  sketch  the  actions.  Returning  to  his  studio  in  the  Queen's  house  at  Greenwich  such  sketches  as 
the  one  illustrated  were  used  in  the  composition  of  his  oil  paintings. 

The  attractive  metal  cased  clock  is  by  the  eminent  maker  Margetts,  famed  for  his  precision  work.  It 
requires  to  be  wound  but  once  a  year  and  is  possibly  the  only  one  of  its  kind  in  existence. 


RONALD  A.  LEE 

The  Old  Court  House,  The  Green,  Hampton  Court 

Telephone:  Molesey  1310  Cablegrams:  Wrenhouse,  Hampton  Court 


IV.  BLOOM  &  SON 

ESTABLISHED  IN  THE  CITY  FOR  NEARLY  FIFTY  YEARS 


LTD 


15  NORTON  FOLGATE  BISHOPSGATE 

LONDON.  TELEPHONE:  BISHOPSGATE  1587 


DEALERS  IN  FINE  ANTIQUE  ENGLISH  SILVER 
LARGE  AND  VARIED  SELECTION  ALWAYS  AVAILABLE 


Set  of  four  sauce  tureens  by  Andrew  fogelberg,  1775 
size  7  inches  wide,  weight  94  ounces  (2  illustrated) 


SOUP  TUREEN  by  JAMES  YOUNG  1777 

size  17\  inches  wide,  weight  110  ounces 


r 


SYDNEY  L  MOSS 

Fine  Old  Chinese  Ceramics 
and  Works  of  Art 


A  fine  Chinese  porcelain  Sugar  Jar, 
decorated  with  a  continuous  frieze  of 
an  Imperial  entourage  in  fine  Famille 
Verte  enamels.  K'ang  Hsi  Period.  Height 
with  cover  and  stands:  18£  inches.  In 
perfect  state. 


Established  1910 


MAYfair  4670 


81  DAVIES  STREET 
LONDON,  W.I 
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77  KENSINGTON  CHURCH  STREET  •  LONDON  •  \Y  •  8 

also  at    64a  Kensington  Church  Street     w  8 


CABLES 
ANTICS.  LONDON 


TELEPHONES: 
WESTERN  2461/9175 


An  extremely  fine  and  rare  early  18th  Century  Queen  Anne  walnut  'Marriage' 
Secretaire-bookcase,  completely  original  in  every  detail,  except  for  replacement 
of  feet.  Circa  1710.  Width  37  inches,  depth  17?  inches,  height  88  inches. 


Exhibiting  at  Grosvenor  House  Fair,  June  7-22,  STAND  No.  3 


ONE  OF  THE  BEST  SELECTIONS  OF  18TH  CENTURY  ENGLISH  FURNITURE  IN  LONDON 


BY  APPOINTMENT  TO  HER  MAJESTY  THE  QUEEN 

GOLDSMITHS  ft  CROWN  JEWELLERS,  GARRARD  ft  CO.  LTD.,  LONDON 


A  fine  clock  b\ 
Joseph  Knibb.  Dutch 
striking  'strikes  the  hour 
at  the  preceding  i  hour 
and  again  at  the  hour). 
Fitted  with  the  rare 
Tic  Tac  escapement. 
14  in.  high.  Circa  1675. 


Joseph  &  John  Knibb  Clocks 

-at  Garrard 


A  John  Knibb  bracket 
clock  in  Ebony  Veneered 
Case.  I2f  in.  high. 
Circa  1685.  A  rare  and 
beautiful  example  of 
John  Knibb's  work. 


A  fine  John  Knibb  long  case  Clock, 
ioi"  dial.  Well  figured,  good  colour, 
Walnut  case  with  butterfly  nut 
rise  and  fall  regulator. 


Visit  the  special  display  of  Gubelin  watches 
June  jth-ijth 

GARRARD    Crown  Jewellers 

112  REGENT  STREET  •  LONDON"  W.I  •  REGent  3021  (//  lines) 
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PRING  EXHIBITION 


OF  FINE 

DUTCH,   FLEMISH   AND  ITALIAN 
OLD   MASTER  PAINTINGS 


THROUGHOUT  MAY 


Daily  10  a.m.— 7  p.m.  Saturdays  10  a.m.— i  p.m. 


Catalogue  33  illustrations  -  4s.  6d.  post  free 


LEONARD  KOETSER  GALLERY 

13  Duke  Street,  St.  James's,  London,  S.W.i 

Telephone:  Whitehall  9349 

l.VII 


Chinese  Porcelain  Vase 
>  ground  with  blue  and  green  design 
K'ang-Hsi  (1662—1723) 


DORSET  GALLERIES 
J.    A.  FREDERICKS 

(Member  of  The  British  Antique  Dealers  Association) 

WISHES  TO  PURCHASE 
OLD  ENGLISH  FURNITURE 


49  DORSET  STREET.  BAKER  STREET.  LONDON.  W.I 


Wdbeck  8934 


Jacques  Rouault  Galleries 

(INCORPORATING    de    FRESNES    OF  AYRSHIRE) 

CESSNOCK  CASTLE 

G  A  L  S  T  O  N 

AYRSHIRE 


ANTIQUES  and  OBJETS  D'ART 
INTERIOR  DECORATION 
FINE  FABRICS 
SEVENTEENTH  CENTURY 
OAK  FURNITURE 


EXPORTERS 

Trade  enquiries  invited 


Gabton  314 


P.  H.  GILLIXGHAH 

M.B-A-D-A-  Lid. 
Antiques  and  Works  of  Art 

LARGEST  STOCK  IS  THE  SOCTH  OF  ENGLAND 

Speciality:  Old  English  Cottage  Furnishing 


8  CRERTSEV  STREET 
_GL  ILDFORD 

Telephone:  5750 


LYNDrTURST'  LONDON  ROAD 
GUILDFORD 

Telephone:  61952 


€.  &  D.  O'DOXOGHIE 

\Itwmbtr  of  The  British  Antique  Dtmlert'  Association  hid. 

FINE   STOCK   OF   ENGLISH  CHINA 
12  Victoria  Parade.  TORQUAY.  Devon 

Telephone:  3567 


6S  -^^#w-  ■Sf&ee/'.  ^^enc/ot 


Hrde  Park  47 1 1 


.  LOO  &  C 

lR  EASTERN  ART 

48  Rue  de  Courcelles 
PARIS 

41  East  57th  Street 
NEW  YORK 


HIGHEST    PRICES     PAID  FOR 

COINS   AND  MEDALS 

especially  for  collections 
Catalogue  of  English  Coins,  9/3.  Bulletin  1/- 

B.  A.  SEABY  LTD. ,65  Great  Portland  Street,  London, W.I 


Binders 

for  your  Connoisseurs!  And  you  can  do  it  yourself.  Two 
Binders  take  a  year's  issues.  Strongly  made,  they  are  of  red 
leather-cloth,  with  rounded  comers,  the  name  The  Connoisseur 
gold-blocked  on  the  spine.  Price  each  16s.  6<L  ($2.39  inclusive  of 
postage,  packing  and  insurance.  Extra  blocking  on  the  spine 
'January  to  June  19..'  'June  to  December  19..'  costs  an  additional 
Is.  3d.  (17  cents  per  binder.  Order  from  The  Belgraze  Library, 
22  Armoury  Way,  London,  S.  W.  18. 
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O'HANA  GALLERY 


13  CARLOS  PLACE,  GROSVENOR  SQUARE,  W.l 

Grosvenor  1562 


Les  Fletirs  sur  \e  Toil,  1935  Oil  on  canvas:  15 j  X  I2|  inches 


OPENING  2nd  of  JUNE 

MARC  CHAGALL 

IMPORTANT  EXHIBITION  OF  OILS,  GOUACHES,  WATERCOLOURS  AND  A 
LARGE  SELECTION  OF  SIGNED  LITHOGRAPHS  INCLUDING  THE  BIBLE 


ZUc  ft mbcrstttt  of  ^rhtaqpysltttrr 

musical  chairs  week.  Every  year,  at  the  height  of  the  Schweppshire  summer, 
the  colleges  meet  each  other  in  their  traditional  university  sport.  This  year  is 
the  three  hundred  and  fiftieth  anniversary  of  these  games,  and  the  rivalry  is 
keen,  even  though  Old  Keys  have  maintained  their  position  as  head  of  the  chair 
run  for  one  hundred  and  twenty-eight  consecutive  years.  Traditionally,  the  seats 
or  "fits"  still  bear  the  shape  of  the  Louis  Schwept  chairs  originally  used;  and  the 
piano  must  be  played  with  the  soft  pedal  down  to  approximate  to  the  tone  of 
the  original  virginals. 

During  actual  play  the  college  men  shout  encouraging  cries  which  seem 
Greek  to  the  uninitiated.  "Boast  your  rims,  Huggers,"  or  that  never-to-be-for- 
gotten chant  "Bo-untz,  bounce-bounce-bounce".  Religiously,  every  year  old 
Pinks  return  to  the  scene  of  former  glories  to  discuss  the  contrasting  merits 
of  "parlours,"  as  the  chair-meadows  are  called.  Everybody  who  is  anybody 
knows  that  the  diagonal  of  All  Keys  is  slightly  on  the  skew,  and  that  the 
holding  qualities  of  the  turf  or  quad-grass  of  St.  Beavermere's  is  unreliable. 
Schwisden's  Musical  Chairs  Almanack  is  full  of  strange  records  and  extra- 
ordinary coincidences,  and  woe  to  the  visiting  relative  who  does  not  know 
the  different  accomplishments  of  Mold  (G.  W.)  and  Mold  (A.  G.  K.  0.). 
Particularly  valued  are  the  trophies  of  Mold  (T.  T.  de  P.). 

Written  by  Stephen  Potter;  designed  by  George  Him 
SCHWEPPERVESCENCE     LASTS    THE     WHOLE    DRINK  THROUGH 
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THE  CONNOISSEUR 

and  'The  Fair' 


A  special  invitation  to  our  American  readers 

EVERY  year  The  Connoisseur  publishes  an  additional  number  in  connection 
with  the  most  famous  of  all  British  Antique  Dealers'  Fairs  —  that  held  annually 
in  June  at  Grosvenor  House,  Park  Lane,  London. 

This  Special  Number  has  become  the  LARGEST  and  MOST  LAVISHLY 
ILLUSTRATED  issue  published  throughout  the  year  —  containing  nearly  200 
pages  and  including  numerous  colour  plates. 

The  1 96 1  Antique  Dealers'  Fair  Number  will  contain  not  only  a  magnificent  illustrated 
record  of  many  of  the  more  important  pieces  on  view  and  for  sale  at  the  Fair,  but  also 
original  illustrated  articles  on  the  highly  important  Paul  Wallraf  Collection,  some 
unknown  and  hitherto  unrecorded  paintings  by  Guardi  in  a  manor  house  in  Norway, 
the  important  Chatsworth  Toilet  Service  in  the  Francis  Stonor  Collection,  the  Faberge 
collection  of  K.  W.  Woolcombe-Boyce,  Esq.,  modern  English  artists  and  the  British 
Council,  antique  furniture,  silver,  etc.  etc. 

This  important  issue  is  not  included  in  your  normal  subscription  but  you  are 

invited  to  mail  two  dollars,  direct  to  London,  for  a  copy,  which  will  be  mailed  to  you 
from  London  on  publication.  We  much  regret  that  late  orders  may  be  disappointed. 

ORDER  NOW  -  ON  ORDER  FORM  OVERLEAF 


ORDER  FORM 

To:  The  Belgrave  Library,  22  Armoury  Way,  London  swi8,  England. 

Please  forward  ....  copy  of  The  1961  'Fair'  Number  of  The  Connoisseur,  for  which  I  enclose  remittance 

of  Two  Dollars. 

Name   «    ......  „  , 

Address   _  _  


FINE  ANTIQUE  SILVER  FROM  THE  EMERALD  ISLE 


;  Tankard  and  cover.  Charles  II,  London,  1662.  Maker's  mark  P.B. 
With  original  Coat-of-Arms  marked  on  body  and  lid. 
Height  6  inches.  Diameter  5  inches.  Weight  36  ounces. 


Rare  Tankard  and  cover.  London,  1689.  Maker's  mark  I.C.  Fine  marks. 
Height  6J  inches.  Diameter  at  base  5J  inches.  Weight  29  ounces. 


RE  ANXIOUS  TO  PURCHASE 
SIMILAR  PIECES  OF 
CHARLES  II  SILVER 


HIGHEST  PRICES  GIVEN  FOR 
ANTIQUE  DIAMOND  JEWELLERY 
AND  GOLD  BOXES 


An  exceptionally  rare  and  fine  17th  Century  flat  top  Tankard  and  cover,  engraved  in 
the  original  Chinoiserie  style  with  Birds,  Hunters  and  foliage.  Hall  marked  on  lid, 
handle  and  body.  Maker's  mark  T.C.  fish  above.  The  Tankard  has  fine  marks. 
Charles  II,  London,  1683.  Height  6  inches.  Weight  25  ounces. 


from  the  Collection  of 


LOUIS  WINE  Ed. 

Fine  Art  Dealers,  Jewellers  and  Silversmiths 

31  &  32  GRAFTON  STREET,  DUBLIN 


Established  1840 


Tel:  Dublin  73865 


SPECIALIST  IN  EUROPEAN  PERIOD  CARPETS 


AUBUSSON 
SAVONNERIE 
NEEDLEPOINT 


VERY  IMPORTANT 

AUCTION  SALES 

from 

13-19  June  1961 


I  Furniture  of  several  Private  Swiss  Col- 
lections, Miniatures,  Silver,  Porcelain 
Sculptures,  Faience,  Handicraft,  Art, 
etc. 

Important  Paintings  by  Old  and 
Modern  Masters. 


Peter  Paul  RUBENS 


Two  Lions  in  a  Landscape 


II  Arms  and  Armours  from  American 
Collection,  from  Austrian  and  German 
Aristocratic  Proprietors;  3rd  Part  from 
the  Collection  Conte  Bruzzo. 

III  Drawings,  Autographs,  Old  and  Mod- 
ern Prints,  Books. 


Three  richly  illustrated  catalogues 


ON  VIEW:  DAILY  FROM  25  MAY-11  JUNE 
(closed  28  May  and  1  June) 


H 


Haldenstrasse  19 


HI 


Tel.  2  57  72 


Very  rare  16th  century  Polish  Carpet,  cherry  red 
on  ivory  ground,  pale  blue  and  yellow  borders. 
Dimensions  :  I  ■  40  x  2  metres. 
 ^  ,  


CATAN 

129  AVENUE  DES  CHAMPS-ELYSEES 

PARIS 

PHONE  BAL  41-71 


THE  CONNOISSEUR,  June.  1961 


LXII 


SARIDIS  OF  ATHENS 

PRESENTS  AN  EXHIBITION 


FURNITURE  OF 
CLASSICAL  GREECE 


RECREATED  BY 

ROBSJOHN-GIBBINGS 

OPENING:  3IST  MAY  1961 


SYNGROS  AVE. 


GREECE 


ATHENS 


OBJETS  D'ART 
and 
ANTIQUE 
FURNITURE 

XVIIIth  Century 


Pair  of  Corner  Cupboards  in  floral 
marquetry.  Regetue  period. 


ANDRE  MAVON  PARIS 


238  Faubourg  Saint  Honore 


Phone:  CARnot  2243 


PAUL  BRANDT  -  AMSTERDAM 

OFFICE:  30  Pieter  de  Hoochstraat  -  Tel.  72.39.97 


announces  an  important  sale  on  JUNE  6th-8th,  1961 
in  the  large  rooms  of 

'ARTI  et  AMICITIAE'  Rokin  112,  Amsterdam 

coming  from  various  Dutch  collections  among  which  are  the  properties 
of  Mr.  W.  van  LINDEN  TOL,  and  the  late 
Lady  E.  L.  BAUD-van  RIEMSDIJK 

fine  paintings  by  old  masters 
Van  der  Ast   •    Avercamp        P.  Brueghel  II    •    A.  Cuyp  (2)    •    C.  Fabritius 
A.  de  Gelder  J.  van  Goyen  Ph.  de  Koninck  Sal.  van  Ruysdael 

J.  Vermeer  •  J.  Voorhout  •  J.  Wynants,  etc. 

paintings  of  romantic  and  modern  continental  artists  -  sculptures 
fine  furniture  -  Chinese  ceramics  in  'famille  verte'  and  'famille  rose' 
enamels,  etc.  and  other  objects  of  art,  prints  and  drawings  by  old 
and    modern    masters,   prints   by   modern   artists  'Ecole  de  Paris' 


ON  VIEW: 

JUNE 
l-2-3-4th. 

1961 
from  10  a.m. 
till  4  p.m. 

For  the  illustrated 
'de  luxe' 
catalogue  with 
more  than  80 
reproductions  and 
coloured  plates 
(on  the  press) 

apply  on 
prepayment  of 
£1  .  0.0  to 

PAUL  BRANDT 
AMSTERDAM 
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6  miles  from  Paris 

ENGHIEN-les-BAINS 

the  hydropathic  establishment  of  Paris 

THE  FAMOUS  CASINO 

beside  the  lake 

THEATRE 
RESTAURANT  DE  LA  PERGOLA 
GRAND  HOTEL  DES  BAINS 

★  ★★★  LUXE 
PARK  and  SWIMMING  POOL 

20  minutes  from  the  Place  de  I'Opera  arc  to  be  found 
all  the  facilities  and  attractions  of  a  provincial  spa 

TELEPHONE:  964.08.60  (5  LINES) 

Open  from  1st  April  to  31st  December 


KNOEDLER 

Established  1846 

Old  and  Contemporary  Masters 


LONDON  NEW  YORK  PARIS 

34  St.  James's  Street  14  Fast  5^ 7 th  Street  22  Rue  des  Capucines 

S.W.i  N.Y.22  2C 


Auction  Sales  in  GENEVA 

Tuesday,  June  13 

130  GRAECO-ROMAN 
CHIRURGICAL  INSTRUMENTS 

The  Property  of  the  Late  Baron  K.  de  Hardt 

*v  mjgM 

Illustrated  Catalogue  No.  29.  8s 

PHOTOGRAPHIC  INCUNABULA 

( i 8  39- 1 900) 

OLD  CAMERAS 

from  the  first  up  to 
Lumiere's  cinematograph 

Illustrated  Catalogue  No.  30.  16s 

Pompeian  Spatula-knife 

David  Octavius  Hill 

Self-portrait,  184J 

NICOLAS  RAUCH  S.A. 

2,  Place  du  Port           GENEVA  (Switzerland)           Tel.  240016 

Cable  :  Li vrauch /Geneva 
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JOHANN  GEORG  PLATZER  (1704-1761) 
Signed,  one  of  a  pair:  copper  21     30?  inches 


Mel* 


STADTWALDGURTEL  32 


COLOGNE 


(Illustrated  catalogue  free  on  request) 


PAINTINGS 

and 
DRAWINGS 

ANCIENT 

and 
MODERN 


MARS  and  VENUS 


Hi  x  9^  in. 
Oil  Painting  by  DELACROIX 


GALERIE  ABDY 


8  RUE  DE  DURAS 

PARIS 

Phone :  AN  J  25.99 


Sugar  Bowl 


Torino  XVIII  Centun 


LUKACS-DOMTH 

Antiques 


1 83,  Via  V.  Veneto    ROME  (Italy) 


I  XVII 


ORIENTAL 
LOWESTOFT 

A  27  -piece  tea  service 

made  circa  1760,  witb 
ten  cups,  twelve  saucers, 
bowl,  tea  pot,  coffee  pot, 
cream  pitcber,  and 
covered  tea  caddv. 

From  our  extensive  collection 
of  Oriental,  English,  and 
Continental  porcelains. 

B.  Manke  lm 
Galleries 

409  ROYAL  STREET.  N  E  W  ORLEANS  12 


HICKLENTON  &  PHILLIPS 
90  CHEAPSIDE,  London  E.C.2 

Slemba  of  The  British  Antique  Dealers'  Association  Ltd. 


If  AffMtant  Ti  Hei  Miioty  Tte  (tea  MMfxtrc  Of  »*  Note,  I         t  Smb.  IU. 


4 

Goddards 

Pewter  Polish 

PROBABLY  THE  WORLD'S  ONLY  POLISH 

.  .  .  just  for  pewter 


Goddard's  exclusively  ...  a  unique  discovery  for  the  care  of 
your  fine  pewtenvare.  Formulated  by  Britain's  most  experi- 
enced polish  maker,  Goddard's  Pewter  Polish  shines  to  a  soft 
lustre,  enhancing  the  beauty  of  your  recent  or  old  pieces. 

J.  Goddard  &  Sons  Ltd.,  Leicester,  England 
U.S.A.  Office :  299  Madison  Avenue,  New  York  17,  N.Y. 
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NEWHOUSE 

GALLERIES 

1  M  ABLISHED  1878 

FINE  PAINTINGS 

A  Music  Party 

by 

JACOB  VAN  LOO 

IT'  ^SLwk        mm  4E 

1614—1670 
33 J  x  2  6£  inches 

i$  EAST  syth  STREET,  NEW  YORK, 
N.Y. 

GALERIE  INTERNATIONALE 
D  ART  CONTEMPORAIN 

PAINTINGS  AND  SCULPTURES 


PARIS,  1" 

253,  RUE  SAINT-HONORE 
Tel:  Opera  32.29 

BRUXELLES,  V 

208,  AV.  F.  ROOSEVELT 
Tel:  72.09.79 

ZURICH,  1 

NUSCHELERSTRASSE  31 
Tel:  25  17  48 


Mathieu 

Guiette 

Compard 

Degottex 

Dangelo 

Corbero 

Viola 

A.  Pomodoro 
G.  Pomodoro 


In  the  front  line  of  contemporary  art 
ARTISTS  OF  FAME  AND  PROMISE 


LAING 


Of! 


Old  Masters 
Krieghoff  and  the  Early  Canadians 
Contemporary  Canadian 

British  and  French  Paintings 
Modern  Sculpture 


Galleries:  194  Bloor  St.  W.,  Toronto 


LXIX 


ENCYCLOPAEDIAS 


Shawls?  Shagreen?  Stump 
work?  Eskimo  carvin 
Venetian  glass?  Victorian 
porcelain?  Filigree?  Fore- 
edge  painting?  They  g 

are  all,  with  28  other  subjects, 
included  in  The  Concise 
Encyclopaedia  oj  Antiques  Vol.  5 

JUST  OUT 


Nearly  500  pages,  including 
160  of  photographs.  Only  50s. 


See  the  whole  series  at  all  good 
I   bookshops  or  send  for  prospectus 
J    to:  The  Belgrave  Library, 

22  Armoury  Way,  London  swi8 

J  .  '  . 
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HEINDRICK  GERRITSZ  POT 
KING  DAVID 

Signed  with  initials 
Canvas  41  X  53  inches 

Authenticated:  Or.  W.  R.  Valcntiner 
Exhibited:  Central  Museum,  Utrecht 
Collection:  C.J.  K.  van  Aalst 


CENTRAL  PICTURE  GALLERIES 

624  MADISON  AVENUE,  NEW  YORK  22         ELDORADO  5-6564 


Smith  &  Watson 

20  EAST  55th  ST.,  NEW  YORK  22        PLAZA  3-1462 


C 


hippendale  mahogany  headboard, 
copied  from  a  rare  original.  One 
of  a    large    collection    on  view. 
Brochure  on  request. 


(Tvxat   Hep.:  Kllouiae  Abbott.  50,'t   Hathaway ,  Houston   6,  Texas) 


'The  Grub  Stake 

Bronze,  4£  inches  high. 


by  CHARLES  M.  RUSSELL 


Signed  with  initials,  CMR,  1910  and  raised  buffalo  skull. 
Cast  by  Roman  Bronze  Works. 

From  the  original  wax  model  presented  by  Russell  to  Krieghoss,  fellow 
painter  and  founder  of  the  Philadelphia  Art  Club. 
Exhibited  at  the  Whitney  Gallery  of  Western  Art,  Cody,  Wyoming.  I960. 
Limit  of  twenty-four  numbered  casts,  guaranteed.  Only  twelve  for  sale 
at  $600.00  each. 

HAMMER  GALLERIES  Inc. 

SI  East  57th  Street,  New  York  22,  N.Y. 
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DUVEEN 


PAINTING 


Masterpieces  or 

SCULPTURE 


PORCELAIN 


FURNITURE 


GOTHIC 


RENAISSANCE 


TAPESTRIES 


EIGHTEENTH  CENTURY 


DUVEEN .  BROTHERS  INC. 

18  EAST  79  STREET 
NEW  YORK  21,  N.Y. 


Left.  Half  circular  Queen  Anne  fold-top  card  table  of 
pleasing  proportions.  Height  294".  width  35".  depth  ITi  ". 


Right.  Queen  Anne  walnut  corner  table  with  drawer. 
Height  28  ".  width  30",  depth  15"  (as  shown). 


Write  for  information  on 
authentic  hand-made 
Silver  Julep  Cups 
by  early  Kentucky  makers 
and  others 


Wakefield  -Scearce  Galleries 

Old  Science  Hill  Chapel         Shelbyville,  Kentucky 

  DIRECT  IMPORTERS   


on  the  main  road  (L'.S.  60)  betireen  Louisville  and  Lexington 


Write  for  particulars  on 
models  available  of  the 
famous 
Porcelain  Doughty  Birds 
—  Free  color  brochure  — 
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Corn  Dancer 

By  Nicolai  Fechin 

1881-1955 


Just  Published! 
NICOLAI  FECHIN 

by 

Dr.  HAROLD  McCRACKEN 

$12.50,  plus  postage 


Exclusive  Estate  Representatives 

HAMMER  GALLERIES 

51  East  57th  Street        New  York,  N.Y. 


parke-bernet 
Galleries  -w 

NEW  YORK 

AMERICA'S  LEADING 
AUCTION  FIRM  FOR 

<$foie  and 


Important  collections  sold  in  recent  years  at 
Parke-Bernet  included 

Mrs  John  E.  Rovensky 
Georges  Lurcy 
Arnold  Kirkery  (Paintings) 

Thelma  Chrysler  Foy 
Gourgaud  et  al.  (Paintings) 
Lillian  S.  Timken  (Jewelry) 
Walter  P.  Chrysler,  Jr.  (English  Furniture) 
Museum  of  Modern  Art  Benefit 
Myron  C.  Taylor 

If  You  Are  a  Potential  Bidder:  our  monthly 
Bulletin  listing  current  and  future  sales,  infor- 
mation regarding  catalogues,  bidding,  etc.  will 
be  sent  to  you  Air  Mail  without  charge. 

If  You  Contemplate  Selling:  details  on 
Parke-Bernet  procedures,  rates  and  other 
pertinent  information  are  available  through 
correspondence.  Address 

Leslie  A.  Hyam,  President 

Louis  J.  Marion,  Executive  Vice-President 
Mary  Vandegrift.  Anthony  N.  Bade 

Vice-Presidents 
Max  Bartholet,  Secretary  &  Treasurer 

PARKE-BERNET  GALLERIES,  Inc. 
980  Madison  Ave.,  New  York  21 
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THE  BRITISH  ANTIQUE  DEALERS  ASSOCIATION 


THE  WORLD'S  BIGGEST  BUYERS 


Discerning  buyers  and  sellers  appreciate  the  many  advantages  of  dealing  with 
members.  The  ig6i  edition  of  the  booklet,  giving  the  names  and  addresses  of 
over  five  hundred  established  dealers  in  antiques  and  works  of  art  who  are 
members  of  the  Association,  price  5  /-  post  free  (Si  in  the  U.S.A.)  will  be 
forwarded  on  application  to  the  Secretary  at 

The  British  Antique  Dealers  Association 

No.  20  RUTLAND  GATE,  LONDON,  S.W.7 

Telephone:  Kensington  4128  and  2102 
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LTD. 


138  REGENT  STREET,  LONDON,  WJ 

AND  AT  LLANDUDNO 


An  attractive  pair  of  old  English  diamond  tremblant  feathers 

WORKS  BY  CARL  FABERGE 
OLD  GOLD  BOXES 
FINE  JEWELS 


TO  H.R.H.  THE  DUKE  OF  EDINBURGH 
MEDALLISTS 


&  SON  LTD. 

EST. 

t,  St.  James's,  London,  S.W.I 

Telephone:  WHITEHALL  5275  (5  lines) 


ANCIENT  MARBLE  TORSO  OF  THE  HELLENISTIC  PERIOD 


2nd  century  B.C. 
Height  io\  inches. 


TRIBUTE  TO  THE  BRITISH  ANTIQUE  HEALER  20 


This  beautifully-proportioned  late  eighteenth-century  satinwood  breakfront  bookcase,  with 
finely  carved  drapery  astragals  flanked  by  display-niches,  and  four  painted  allegorical  figures  in 
the  podium,  has  been  acquired  by  Manchester  City  Art  Galleries  from  Messrs.  H.  Blairman  &  Sons, 
Ltd.,  of  London  (Stand  No.  38  at  the  Antique  Dealers'  Fair  at  Grosvenor  House  this  month). 
See  No.  2035  in  the  57th  Annual  Report  of  the  National  Art-Collections  Fund,  i960. 


Bach  month  "I'he  Connoisseur'  illustrates  an  important  work  of  art  which  a  British  antique 
dealer  has  sold  or  loaned  to  a  museum  or  public  institution  either  at  home  or  abroad. 
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Chinese  Art  Treasures 
cross  the  Pacific 


JOHN  ALEXANDER  POPE 

(Assistant  Director,  Smithsonian  Institution, 
Freer  Gallery  of  Art,  Washington,  D.C.) 

AFTER  years  of  negotiation  and  months  of  planning,  the 
Li  Government  of  the  Republic  of  China  has  sent  a  selected 
;roup  of  works  of  art  across  the  Pacific  to  be  shown  in  five 
:ading  American  museums.  This  exhibition  of  Chinese  Art 
measures  opened  last  month  at  the  National  Gallery  of  Art  in 
Washington  and  will  be  shown  in  New  York,  Boston,  Chicago 
nd  San  Francisco  before  the  objects  are  returned  to  their  Taiwan 
torehouses  a  year  later.  Inevitably,  the  very  mention  of  this 
>roject  invites  comparison  with  the  great  International  Exhibition 
if  Chinese  Art  held  at  the  Royal  Academy  of  Arts  at  Burlington 
louse,  London,  in  the  winter  months  of  1935-56,  the  first  time 
ny  relics  of  the  former  Imperial  Chinese  Collections  were  ever 
xhibited  abroad.  Beyond  the  fact  that  some  of  the  same  objects 
re  shown,  the  two  exhibitions  have  very  little  in  common ;  but  a 
ew  cold  statistics  may  be  set  forth  to  satisfy  the  curious.  For  the 
kirlington  House  Exhibition,  which  was  truly  international  as 
le  title  proclaimed,  almost  250  lenders  all  over  the  world  made 
vailable  something  over  3000  objects;  and,  of  these,  700-odd 
ame  from  the  Chinese  Government.  In  the  present  instance,  the 
ntire  exhibition,  some  250  objects  described  under  231  catalogue 
umbers,  belongs  to  the  Government  of  the  Republic  of  China 
nd  comes  from  the  National  Palace  Museum  and  the  National 
Central  Museum  in  Taichung,  Taiwan. 

Not  only  is  this  show  much  smaller  in  size,  it  is,  by  its 
cry  nature,  much  more  limited  in  scope.  The  Chinese  collection 

based  on  the  group  of  objects  assembled  in  the  eighteenth 
entury  by  the  Ch'ing  dynasty  emperor  Kao-tsung  who  called 
is  reign  Ch'ien-lung  (1 736-1 796),  and  the  collection  reflects  very 
early  the  tastes  both  of  the  man  and  of  his  time.  Perhaps  the 
lost  striking  generality  from  the  point  of  view  of  the  average 
isitor  is  that  the  show  contains  no  sculpture;  for  figures  in  stone, 
-"ood,  lacquer,  and  bronze  served  their  purposes  in  temples  and 
nines  as  religious  and  cult  images  of  various  kinds,  but  they 
'ere  not  considered  in  the  category  of  works  of  art  to  be  collected, 
imilarly  within  those  categories  that  were  collected,  certain  types 
f  things  that  arc  generally  admired  today  were  not  considered 
worthy  or  indeed  may  not  even  have  been  known  in  court  circles 
:  Peking  200  years  ago.  The  collection  of  paintings  for  example 
:nds  to  emphasize  the  orthodox,  classical  subjects  painted  in  the 

ipiece)  Ma  Lin,  Listening  to  the  Rustling  Pines. 


1.  Liang  K'ai,  Portrait  of  an  Im 


■raditional  styles  by  old  masters  in  good  standing.  With  the 
Ixception  of  a  single  album  leaf  by  Liang  K'ai  (No.  i)  there  is 
lone  of  the  free,  impressionistic  painting  associated  with  the 
Buddhist  monks  of  the  Ch'an  or  Zen  sect  in  Sung  times.  Nor  are 
Biere  many  works  by  the  boldly  independent  individualists  of  the 
tventeenth  and  eighteenth  centuries  that  are  so  much  in  vogue 
fcday.  In  the  field  of  ceramics  the  Imperial  taste  was  equally 
rthodox  and  conservative.  Wares  made  before  Sung  were  not 
?garded  with  favour,  and  even  within  that  dynasty  the  scope  is 
mited.  Such  types  as  Chien  (Temnwku)  and  TzUi-chou — very 
opular  in  the  west,  thanks  to  a  taste  formed  in  Japan  half  a 
;ntury  ago — are  conspicuous  by  their  absence.  Among  the 
ling  wares  are  none  of  the  fa-hua,  or  'three  colour',  wares  we 
Imire  so  much.  Nor  do  the  Ch'ing  collections  include  the 
lonumental  famille  verte  and  famillc  noire  vases  in  sets  or  'garni- 
ires'  which  formed  the  cornerstone  of  many  a  great  collection 
i  Europe  and  America  from  the  eighteenth  century  onward.  To 
ic  Chinese  these  were  export  wares. 

But  enough  of  the  things  that  arc  not  there;  let  us  turn  to  the 
chibition  which  is  justly  dominated  by  paintings.  The  112  items 
sted  in  the  catalogue  (of  which  18  were  shown  in  London)  make 
)  what  is  probably  the  finest  group  of  Chinese  paintings  ever 

ig).  Ming-huang's journey  into  Shu  (detail). 


seen  in  the  west,  a  display  that  could  not  be  equalled  by  the  com- 
bined resources  of  the  museums  and  private  collections  of  Europe 
and  America.  Never  before  has  a  western  audience  had  the  chance 
to  see  so  many  first  class  paintings  of  the  Sung  dynasty  and  earlier. 
Almost  half  of  the  66  pictures  in  this  early  group  arc  hanging 
scrolls,  and  among  them  are  materials  to  illustrate  the  gradual 
development  of  the  landscape  that  came  to  be  the  dominant 
theme  of  Chinese  painting. 

In  the  earliest  times,  judging  from  the  textual  evidence  which  is 
all  that  remains  to  us,  the  painter  concerned  himself  with  the 
portrayal  of  figures  depicting  the  exploits  of  legendary  heroes, 
the  emperors  and  their  courts,  and  events  from  the  lives  of  sages 
that  might  be  expected  to  exercise  an  elevating  moral  influence 
on  the  beholder.  But  it  was  not  long  before  these  subjects  began  to 
be  provided  with  landscape  settings  as  can  be  seen  in  some  of  the 
episodes  from  Buddhist  legend  depicted  at  Tun-huang  and  in  the 
copies  of  such  early  didactic  painters  as  Ku  K'ai-chih.  By  the 
T'ang  dynasty  (618-906)  landscape  had  become  an  end  in  itself, 
and  the  great  'blue  and  green'  masterpieces  of  Li  Chao-tao  and 
Li  Ssu-shun  are  secure  in  the  annals  of  painting  even  though  no 
actual  examples  have  survived.  The  brilliant  linear  style  and  rich 
mineral  colouring  of  the  little  silk  panel  showing  the  T'ang 
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6.  Li  Kung-lin,  General  Ki.o  Tzu-i  accepting  the  submission  of  the  Uighur  chief. 


emperor  Ming-huang's  journey  into  Shu  (No.  2)  may  give  us  a 
glimpse  of  what  these  great  masterpieces  were  like  for  this  is 
probably  an  early  copy  of  an  eighth  century  work. 

Side  by  side  with  the  hard  wire  line  and  the  striking  blue  and 
green  washes  of  the  traditional  T'ang  masters,  ink  painting  was 
already  developing  along  lines  which  were  to  make  it  the  out- 
standing achievement  of  the  Chinese  painter  for  centuries.  Even 
as  early  as  Lu  Hung  (seventh-eighth  century)  the  representation 
of  landscape  scenes  in  ink  alone  was  far  advanced  and  in  the  tenth 
and  eleventh  centuries  the  art  of  depicting  wild  and  rugged  land- 
scapes of  enormous  power  and  depth  in  monochrome  with  little 
or  no  colour  had  reached  a  stage  that  was  not  later  surpassed. 
Among  the  great  masters  of  this  time,  such  names  as  Kuan  T'ung 
(No.  3),  Chii-jan,  and  Li  Ch'eng  are  included  in  the  exhibition. 
And  the  great  hanging  scroll  by  Fan  K'uan  (early  eleventh  cen- 
tury) entitled  Travellers  on  a  Mountain  Path  (No.  4)  may  well  be 
the  finest  Chinese  landscape  painting  in  existence.  The  towering 
cliff  rising  out  of  a  wooded  valley  slightly  obscured  by  mist 


provides  a  scene  in  which  the  artist  has  been  able  to  bring  into 
play  the  whole  range  of  ink  tones  from  the  bold  strokes  and  dry 
dotting  that  convey  the  harsh  austerity  of  the  gigantic  peak,  to 
the  soft  wet  brushwork  in  the  foreground  trees  and  the  delicate 
light  washes  of  the  misty  vale  that  serves  to  establish  the  relation- 
ship in  depth  between  the  two.  The  subject  of  the  picture  title, 
two  tiny  figures  with  a  train  of  mules  just  emerging  from  the 
woods,  are  so  minutely  drawn  as  to  pass  almost  unnoticed  in  the 
vast  grandeur  of  the  landscape. 

This  so-called  'Northern  Sung'  tradition  is  further  illustrated 
by  paintings  from  the  hands  of  such  masters  as  Kuo  Hsi,  Wang 
Shen  and  Li  T'ang.  But  even  though  landscape  was  the  domin- 
ant theme  it  was  not  the  only  one,  and  painters  of  the  times 
were  attracted  by  the  more  intimate  aspects  of  nature  as  seen  in 
the  Hare  and  Jays  (No.  5)  by  Ts'ui  Po  (dated  1061).  At  the  same, 
time  the  venerable  tradition  of  figure  painting  for  the  depiction 
of  heroic  events  was  carried  on  by  such  masters  as  Li  Kung-lin 
(1040-1106)  represented  here  in  the  ink  handscroll  showing 
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9.  Liu  Sung-nien,  A  Lohatt. 

10.  Huai-su,  Calligraphy  (Autobiography). 

11.  Tung  Ch'i-ch'ang.  Calligraphy  (Quotation  from  Chou  Tun-i). 


General  Kuo  Tzu-i  accepting  the  submission  of  the  Uighur  chief 
(No.  6). 

With  the  Tartar  conquest  of  the  north  and  the  flight  of  the  Sung 
court  southward  across  the  Yangtze  River  to  Hangchow,  the 
fashion  in  painting  took  a  gentler  turn,  perhaps  under  the  influence 
of  the  milder  climate  and  more  tranquil  scenery  of  the  south;  and 
the  mellow  landscapes  of  the  Ma-Hsia  school,  better  known  to 
western  museum-goers,  are  well  represented  by  works  of  both 
the  artists  who  gave  their  names  to  the  style:  Ma  Yuan  (fl.iioo- 
1230)  by  four  paintings  including  the  Spring  Promenade  (No.  7) 
and  his  contemporary  Hsia  Kuei  by  two,  of  which  the  Conversa- 
tion with  a  Guest  under  the  Pine  Cliff  is  illustrated  in  No.  8.  Both 


are  album  leaves  demonstrating  the  characteristic  Chinese  ability 
to  invest  small  paintings  with  a  sense  of  spaciousness.  A  large 
painting  by  Ma  Yiian's  son,  Ma  Lin,  entitled  Listening  to  the  Rust- 
ling Pines  (see  colour  frontispiece)  provides  a  good  illustration  of 
the  new  attitude  toward  the  relationship  between  man  and  nature 
that  is  the  essence  of 'Southern  Sung'  painting.  No  longer  is  man 
overwhelmed  and  cowed  by  the  rugged  majesty  of  his  surround- 
ings, fleeing  before  an  oncoming  storm  or  huddled  shivering  in 
the  winter  cold:  he  now  ventures  forth  to  enjoy  nature  and  to 
savour  the  subtleties  of  wilderness  sounds  and  smells.  Ma  Lin 
depicts  him  here  in  the  person  of  a  scholar  seated  at  the  foot  of  a 
great  pine  tree,  almost  self-consciously  posed  in  an  attitude  of 
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3-  Chiao-tan-kuan  ware  bowl. 
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Early  Ming  red  stemcup. 
Ch'eng-hua  blue  and  white  bowl. 
Ch'eng-hua  blue  and  white  stemcup  (dragon). 


absorbed  listening,  and  casting  a  sidelong  glance  at  his  serv  ant  as  if 
to  make  sure  the  latter  is  duly  respectful  and  properly  placed  in 
the  composition. 

Genre  subjects,  birds,  animals  and  flowers  continued  to  occupy 1 
the  painters  of  Southern  Sung  as  did  figure  painting  of  both  lay 
and  Buddhist  subjects.  The  dated  (A.D.  1207)  hanging  scroll  of  a 
Lohan  (No.  9)  by  Liu  Sung-nien  illustrates  the  high  quality  of 
some  of  the  religious  painting  of  the  time. 

Because  paintings  ot  Yuan  and  especially  of  Ming  and  Chine 
are  more  numerous  in  the  w  est,  less  emphasis  was  placed  on  them 
by  the  Selection  Committee.  Nevertheless,  though  they  are  fewer 
in  number,  the  artists  of  these  periods  are  by  no  means  neglected. 
Among'the  20-odd  Yuan  paintings  shown,  and  the  16  Ming  and 
eight  Ch'ing  works,  the  leading  Chinese  painters  up  to  about 
1700  are  well  represented.  "The  Four  Great  Masters  of  the  Yuan 
Dynasty  (Huang  Kung-wang.  \Yu  Chen.  Wang  Meng  and  Ni 
Tsan)  are  there  as  are  "The  Four  Great  Ming  Painters'  (Shen  Chou, 
T  ang  Yin.  Wen  Cheng-ming  and  Ch'iu  Ying):  the  late  Ming- 
early  Ch'ing  period  is  ably  represented  by  the  Four  Wangs  (Wanj 
Shin-min.  Wang  Chien.  Wang  Hui  and  Wang  Yuan-ch'i).  ant 
the  painting  section  is  rounded  out  by  some  dozen  Yuan,  andi 
half-dozen  Ming  and  Ch'ing  names  in  addition  to  the  above. 

Supplementing  the  paintings  are  ten  examples  of  calligraphy, 
the  great  art  of  writing  which  is  basic  to  a  large  part  ot  Chinese 
painting  and  all  too  little  understood  (or  too  much  misunder- 
stood !)  in  the  west.  With  us  almost  any  artist  can  slop  a  few  hasty 
strokes  on  canvas  and  call  it  a  'calligraphic'  painting,  whereas 
Chinese  calligraphy,  abstract  though  it  be.  is  the  product  ot  many 
vears  of  training  in  the  most  rigorous  of  disciplines.  The  selection 
shown,  ranging  in  date  from  T  ang  to  Ming,  includes  the  free  and 
rapid  stvle  of  the  eighth-century  Huai-su  (No.  10),  the  elegandy 
graceful  hand  of  the  Sung  Emperor  Hui-rsung.  the  meticulous 
precision  of  Wen  Cheng-ming  in  his  four  copies  of  the  Thousand 
Character  Classic  written  in  the  four  scripts,  and  the  bold  and 
stvlish  hand  of  the  late  Ming  critic  Tung  Ch'i-ch'ang  (No.  1 1). 
Historic  documents  are  also  there,  including  Su  Tung-po's  own! 
manuscript  of  his  famous  prose  poem  {pi)  The  Red  Cliff,  and  al 
letter  from  the  Simg  Emperor  Kao-Tsung  to  the  General  Yo  Fril 
written  in  the  happv  davs  before  the  latter  lost  the  imperial  favour! 
and  was  sacked.  1 

The  85  ceramic  objects  catalogued  under  66  numbers  comprise! 
the  second  largest  category  in  the  exhibition:  and  ot  these  some! 
35-40  pieces  were  shown  in  London  a  quarter  century  ago.  |H 
this  section,  the  Imperial  taste  of  the  Ch'ien-lung  Emperor  is  most  I 
clearly  seen,  and  the  selection  was  made  with  a  view  to  showing  j 
only  pieces  of  the  highest  quality  and,  wherever  possible,  types  I 
that  are  less  well-known  in  the  west.  Among  the  ju  wares  of  Sung  I 
is  a  particularly  fine  foliated  and  lobed  bowl  that  does  not  seem  to  1 
have  been  published  before  (No.  iz\ ;  and  the  low  ktian  ware  bowl 
with  flaring  rim  and  two  shghdy  raised  lines  surrounding  the  I 
bodv  just  above  the  point  where  it  angles  inward  to  meet  the 
foot  is  a  first  rate  example  of  the  type  named  after  the  'Suburban  | 
Altar'  of  the  Southern  Sung  capital  at  Hangchow  (No.  13). 

In  the  Ming  dynasty  the  Yung-lo  reign  (1403- 1424)  is  well 
represented  with  three  plain  white  pieces,  a  teapot  and  a  stemcup  ^ 


20.  Archers  thumb  rings,  Ch'ien-lung. 


seen  in  London,  and  one  of  the  famous  bodiless  white  bowls 
which  has  not  been  shown  before.  And  the  six  monochrome  red 
pieces  of  early  Ming  provide  an  opportunity  to  study  this  ware 
which  is  too  little  known  in  America.  The  dark  red  stemcup 
decorated  with  a  dragon  chasing  a  pearl  among  clouds  all  drawn 
in  a  curious  gray  colour  that  seems  to  be  in  the  glaze  (No.  14) 
represents  a  technique  that,  to  the  writer's  knowledge,  has  not 
been  observed  elsewhere  and  remains  to  be  explained.  The  ten 
pieces  of  fifteenth-century  blue-and- white  are  as  fine  as  any  the 
writer  has  seen,  and  only  one  of  them  was  shown  in  London.  An 
early  fifteenth-century  flask  with  dancing  Mongols  (No.  18), 
duplicating  the  one  in  Istanbul  that  was  hitherto  considered 
unique,  points  out  the  danger  of  using  that  word  in  this  field. 
Two  marked  Ch'eng-hua  bowls  are  decorated  respectively  with 
phoenix  among  lotus  scrolls  and  hai-ma  flying  over  waves 
(No.  1 5) ;  and  two  unmarked  stemcups  of  equally  fine  quality  and 
evidently  similar  date  have  decoration  of  foliated  tail,  probos- 
cidean dragons  (No.  16),  and  birds  on  flowering  trees  (No.  17) 
respectively. 

The  Ch'ing  dynasty  is  represented  by  41  pieces  including  five 
pairs  of  very  fine  enamel-decorated  bowls  or  cups,  and  nine 
archer's  thumb  rings  to  illustrate  the  Ch'ing  potter's  technical 


virtuosity  in  imitating  other  materials,  in  this  case:  wood,  stone, 
inlaid  bronze,  jade,  lacquer,  etc.  (No.  20)  Even  more  unusual  are 
two  large  vases  decorated  with  extreme  finesse  in  underglaze  blue 
in  a  style  that  clearly  reflects  the  close  contact  between  eighteenth- 
century  China  and  the  Europe  of  the  Rococo.  Where  they  not 
obviously  of  Chinese  porcelain  and  marked  Yung-cheng  and 
Ch'ien-lung  (No.  19)  respectively,  they  could  easily  be  taken  for 
European  work,  perhaps  Rouen,  of  similar  date. 

Rounding  out  the  exhibition  are  a  few  textiles,  jades,  lacquers, 
glass,  enamels,  and  miscellaneous  carvings  in  bamboo,  boxwood, 
rhinoceros  horn,  and  ivory  selected  to  illustrate  the  Chinese  taste 
in  fine,  small  furnishings  for  the  scholar's  study.  To  represent 
ancient  ceremonial  bronzes,  as  Shang  and  Chou  pieces  of  th 
quality  known  today  were  unknown  in  Ch'ien-lung  times,  a 
small  selection  was  made  to  include  some  of  the  most  famous 
inscriptions  like  those  on  the  Mao-kung-ting,  the  San-shih-p'an  an  1 
the  Tsung-chou-chung. 

The  illustrations  are  reproduced  by  permission  of  the  Joint  Administra 
tor  of  the  National  Palace  and  Central  Museums,  Taichung,  Taiwan. 
The  blocks  for  the  colour  subject  were  made  by  The  Engravers  Guild 
London,  from  an  ektachrome  supplied  by  Skira  Promotions. 
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John  Harris  of  the  R.I.B.A.  Library 

Clues  to  the 
Frenchness'  of 
Woodcote 
Park 


FRENCH  influences  upon  English  architecture,  although 
spasmodic,  have  been  appreciably  consistent  over  several 
centuries  in  the  past.  Henry  VIII,  for  instance,  employed  crafts- 
men from  the  School  of  Fontainblcau  in  his  building  programme 
at  Nonsuch  and  elsewhere;  the  court  style  of  Queen  Henrietta 
Maria  was  influenced  by  an  anonymous  French  architect  who 
supplied  designs  to  Inigo  Jones;  and  a  later  decade  saw  the  build- 
ing of  a  group  of  strongly  tinctured  'French'  houses  including 
Boughton,  Montague  House,  and  the  remarkable  francophile 
wing  at  Brctby.  Nevertheless,  from  c.  1715  the  late  baroque  in 
England  was  abandoned  in  favour  of  Palladianism,  and  for  the 
next  three  decades  influences  from  France  were  at  a  low  ebb.  But, 
this  so-called  Palladian  dictatorship  of  taste  was,  in  many  ways, 
surprisingly  inconsistent.  From  the  centre  of  its  orbit,  the  Oflice 
of  Works,  came  two  'first  generation'  Palladians,John  Vardy  and 
Issac  Ware,  who  on  the  one  hand  designed  houses  in  impeccable 
Palladian  taste,  and  on  the  other  were  notably  receptive  to  the 
prevailing  French  rocaille. 

Vardy's  interest  in  the  rococo  manifested  itself  in  the  design 
of  furniture  and  chimney  pieces.  He  designed  (but  did  not  build) 
a  Palladian  house  for  Richard  Arundel!  in  1746*  and  seems  to 
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2  (left).  The  Woodcote  Room.  By 
courtesy  of  the  Museum  of  Fine  Arts, 
Boston,  Massachusetts. 

3  (facing).  Francis  Brerewood.  Portrait 
of  Benedict  Leonard  Calvert,  painted 
before  1727.  By  courtesy  of  the  Baltimore 
Museum  of  Art. 


have  copied,  or  designed,  for  the  same  patron  a  perfectly  accept- 
able Louis  XV  style  writing  desk  and  cartonnier.2  The  strictly 
contemporary  style  of  this  piece  was  unusual  in  spite  of  the  fact 
that  furniture  in  the  French  mode  had  'arrived'  much  earlier  than 
architecture.3 

Ware  may  have  come  to  the  French  rococo  via  Philip  Dormer, 
4th  Earl  of  Chesterfield,  by  whom  he  was  employed  in  1748  to 
design  Chesterfield  House.  Dormer,  being  a  francophile,  decided 
from  the  very  first  to  furnish  his  house  with  interiors  in  the  current 
rococo.  Writing  to  Madame  de  Monconseil  in  September,  1748, 
he  says:  'Je  me  mine  actuellment  a  batir  une  assez  belle  maison 
ici,  qui  sera  fmie  a  la  Francoise,  avec  force  sculptures  et  dorures'. 
He  later  says:  'J'ai  accomode  la  plupart  de  mes  chambres  entiere- 
ment  a  la  Francoise'.4  Although  this  French  excursion  was 
obviously  directed  by  Chesterfield,  it  is  not  easy  to  decide  whether 
it  was  repugnant  to  Ware  as  one  might  assume.  In  his  Complete 
Body  of  Architecture  (1756)  Ware  makes  no  outright  alliance  with 
the  French  style  of  decoration  but  is  rather  non-commital.5  He 
says:  'A  ceiling  stragled  over  with  arched  lines  and  twisted  curves 
with  c's  Cs  and  tangled  semi-circles,  may  please  the  light  eye  of 
the  French,  who  seldom  carry  their  observation  farther  than  a 
casual  glance;  but  this  alone  is  poor,  fantastical  and  awkward;  it 
is  a  strange  phrase  to  use  for  anything  from  France,  but  those  who 
have  seen  such  ceilings  as  we  here  describe  must  acknowledge  it 
is  just'.  In  his  treatise  Ware  illustrates  one  of  the  'French'  ceilings 
from  Chesterfield  House.  On  the  whole,  however,  he  followed 
the  strict  canons  of  Palladian  precedent,  as  is  well  illustrated  in  the 
album  of  designs  recently  discovered  in  Avery  Library  of 
Columbia  University,  New  York.  Interestingly  enough,  this 
very  album  also  provides  a  clue  to  another,  and  much  more  im- 
portant, programme  of  French  decorations.  This  is  a  design  for 
the  east  or  main  front  of  Woodcote  Park,  Surrey  (No.  1)  and 
another  for  the  archway  to  the  perron  of  stairs  for  the  same  house. 


The  drawings  are  linked,  coincidentally,  with  another  document 
in  America,  a  room  from  this  house  now  preserved  in  the 
Museum  of  Fine  Arts,  Boston  (No.  2). 

The  building  history  of  Woodcote  is  confused  and  has  never 
been  elucidated.  In  the  seventeenth  century  the  house  was  owned 
by  Richard  Evelyn,  brother  of  the  diarist.  Celia  Fiennes  described 
the  house  in  1702  as  'old  but  low,  tho  large  run  over  much 
ground;  in  front  six  windows,  and  in  the  top  just  in  the  middle  12 
chimneys  in  a  row  ...  a  court  which  is  built  round'.6  Horace 
Walpole  in  1764  mentions  'a  very  pretty  chapel  of  oak  and  red 
velvet  adorned  with  carving  by  Gibbons',  besides  providing  the 
earliest  comment  upon  the  French  decorations:  'The  present 
Lord  has  laid  out  about  £35,000  in  making  it  what  he  called 
French'.7  Gerald  Biss  in  his  Royal  Automobile  Club  guide  to 
Woodcote  said  that  this  chapel  had  a  ceiling  painted  with  an 
Ascension  by  Verrio.  A  photograph  of  the  room  before  its 
removal8  showed  an  early  eighteenth  century  decorative  en- 
semble with  carving  unlikely  to  have  been  from  Gibbons'  hand. 
It  is  evidence,  however,  that  elements  from  the  old  house  had 
been  incorporated  in  the  new  one. 

Charles  Calvert,  5  th  Earl  of  Baltimore,  inherited  Woodcote  in 
1715.  His  private  secretary,  Cecil  Calvert,  wrote  in  1725:  'great 
alterations  are  made  at  Woodcote,  for  it  is  now  a  ruinous  place 
and  looks  as  if  it  had  nothing  done  to  it  this  hundred  years,  for  he 
has  pulled  everything  down  and  has  finished  nothing,  and  what 
he  does  is  done  out  of  his  own  head'.9  Later  he  was  to  say:  'My 
Bros  Baltimore  has  pulled  down  almost  everything  at  Woodcote 
and  when  they  are  to  be  rebuilt  ye  Lord  above  knows'.10  There 
is  no  evidence  to  indicate  whether  the  house  was  rebuilt  at  this 
time  as  the  comments  suggest.  It  will  be  seen  that  the  sources  for 
the  French  decorations  provide  an  ante-quern  date  of  1738  and  in 
any  case  c.  1725  is  probably  too  early  for  designs  by  Ware. 

An  account11  rendered  by  an  obscure  painter  and  architect, 
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4  (above).  Woodcote  Park,  an  anonymous  engraving.  The  Museum  of  Fine 
Arts,  Boston. 


5  (below).  View  of  the  East  front  before  the  fire  of  1934. 


Francis  Brcrcwood,  indicates  that  Frederick  Calvert,  6th  Earl,  was 
rebuilding  from  at  least  1753.  This  account  is  of  distinct  interest: 
1753.  By  Drawings  of  Plans  Elevations  and  Sections  of 

Flight  of  Steps  and  all  its  several  parts  for  workmen  30.0.0 
By  Bills  to  Mr.  Jelf,  Bricklayers,  Carvers,  etc.  for 
executing  of  Ditto  with  the  Enrichments  of  Win- 
dows Pavements  and  other  wrorks  by  Carver  etc. 
estimated  at  ^1,300  at  .£5  p  Cent  90.0.0 
By  Drawings  for  the  Cupola,  Little  Stair  Case, 
Farther  Park  Gate,  Parapet  Wall,  out  buildings  on 
the  Wings,  Chappel,  and  various  other  articles  and 
Designs  of  several  Alterations  not  executed  30.0.0 
By  Bills  for  all  these  works  that  were  performed  to 
the  several  workmen  estimated  at  ^650  at  -£5  p 
Cent  32.10.0 
Bv  Drawings  of  Elevations  Plans  and  Sections  of 
several  Designs  for  the  Vestibule  1 0.0.0 

By  Bills  to  Workmen  for  ditto  estimated  at  ^100 
at  ^5  p  Cent  5.0.0 
By  Drawings  of  Plans  Elevations  and  Sections  and 
various  Studies  for  an  intended  Grand  Design  for 
the  Room  North  of  the  Vestibule  20.0.0 
For  Drawings  and  Superintendence  of  Workmen 
in  Levelling  the  Hill  in  front  >.\° 


^44 


5.0.0 


io.o.o 

1 7.10.0 

5.5.0 

84.0.0 
12.12. o 

5.0.0 

16.0.0 

2.0.0 
12. 12.0 
I.I.O 
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F01  Several  Designs  and  Studies  relating  to  the 
Gardens,  1  evelling,  Admeasurements  and  laying 
out  the  intended  ( 'anal 

By  I  Vaw  ings  of  Plans  Sections  and  Elevations  etc. 
for  the  Use  of  workmen  tor  the  west  front  of  the 

I  louse  backward 

B)  lnlK  of  Workmen  for  executing  ditto  estima- 
ted at  £350  at  £5  p  Cent 

By  Drawings  and  Sketches  for  Disposition  of 
Ground  and  Buildings  in  Ditto 
For  Ten  months  constant  work  in  painting  in  the 
Great  Staircase  at  two  Guineas  p  Week 
For  an  Oval  Painting  in  State  room 
For  Work  upon  all  the  Panncls  in  Mr.  Clermont's 
Room 

For  finishing  the  four  Doorpieccs  in  the  State 
Room 

For  mending  and  repairing  a  History  piece  of 
Venus  and  Cupid 

For  painting  and  Alterations  in  three  large  Portraits 
For  painting  upon  an  Oval  Boy  for  Closet 
For  Mensurations  and  Estimates  about  Hard- 
castle's  work,  Gilding  etc. 

continues  with  bills  for  wages  and  board,  finishing  with  a  total 

;mand  of  ^1035.19.1. 

Brerewood  docs  not  account  for  work  on  the  whole  house.  He 
akes  no  mention  of  designs  for  the  East,  South  or  .North  fronts, 
either  for  the  arcades,  nor  for  the  totality  of  the  rooms,  especially 
le  'French'  ones  on  the  South  front.  The  sketchiness  and  variety 
listed  jobs  and  the  percentage  basis  of  demand  suggests  the 
\trepreneur  rather  than  the  designer.  He  is  certainly  an  enig- 
atical  figure.1-  As  a  painter,  the  portrait  of  Benedict  Calvert, 
ter  Governor  of  Maryland,  is  his  only  known  commission.  (No. 

It  is  a  conversation  piece  of  considerable  interest,  since  it 
lows  Calvert  sitting  in  a  conventional  early  eighteenth  century 
alnut  chair  but  at  a  distinctly  French  style  table  of  contemporary 
ate.  The  portrait  was  painted  before  1727  and  might  well  be  of 
>me  relevance  in  suggesting  the  Gallic  sympathies  of  the  Calvert 
mily. 

The  evidence  tends  to  suggest  that  Woodcotc  was  begun  before 
rcrew  ood's  appearance  c.  1753.  If  so,  then  the  architect  would 
ave  been  Ware,  employed  by  the  6th  Earl,  or  even  by  the  5th 
arl  who  had  died  in  1 75 1 .  The  latter  case  would  suggest  the  6th 
arl's  preference  for  Brerewood,  who  is  known  to  have  been 
lis  man'.  If,  however,  Ware  was  first  employed  by  the  6th  Earl 
0111  1 75 1,  then  at  some  stage  until  1753  he  must  either  have 
linquished  his  connection  with  the  house,  or  have  been  dis- 
usscd.  The  5th  Earl  had  died  at  Belvedere  near  Erith,  a  house 
lore  to  his  liking.  The  possibility  should  not  be  excluded 
lat  the  6th  Earl,  upon  succession,  had  preferred  the  situation  of 
/oodcote,  which  may  well  have  remained  in  a  dismantled  state 
nee  1725. 

The  completed  Woodcote  of  about  the  mid-1750's  is  shown 
an  unsigned  engraving  (No.  4).  In  comparing  this  with  Ware's 
csign  m  Avery,  one  notices  the  following  dissimilarities.  Unlike 
le  drawing  the  engraving  has  a  temple-like  structure  above  the 
K>f;  a  profusion  of  statuary;  and  wings  with  curious  Gallic- 
>oking  terminations  to  the  gables.  The  ironwork  in  the  cngrav- 
ig  is  also  French  in  style.  A  view  of  the  house  before  the  destruc- 
ve  fire  of  [934  (No.  5)  shows  the  wings  with  late  modifications 
the  roofs. 

Only  the  Flight  of  Steps'  in  Brcrewood's  account  relates  to 
lis  front.  Yet  this  is  open  to  doubt  because  of  the  Avery  Ware 
ctail  for  the  central  arch.  The  front  w  as  built  of  brick  with  the 


6  (above).  Vestibule  or  Entrance  Hall. 


7  (below).  Fireplace  attributed  to  Sir  Henry  Cheere.  The  Museum  of  Fine 
Arts,  Boston. 
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8.  The  Double  Drawing  Room  before  1934. 

9.  Andien  de  Clermont.  Ceiling  of  one  half  of 
the  Double  Drawing  Room. 

10  &  11.  Andien  de  Clermont  and  (?)  Francis 
Brerewood.  Panels  from  the  (?)  Double  Draw- 
ing Room. 

12.  The  Library. 

13.  Library  chimneypiece. 
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'Enrichments  of  Windows'  in  stone.  'Mr.  Jelf '  was  undoubtedly 
Andrews  Jelfe,  the  mason,  who  lived  at  Pendrell  House,  not  far 
away  in  the  same  county. 

Ware's  elevation  follows  Palladian  precedent.  It  is  close  in 
style  to  a  house  erected  in  Whitehall  c.  175013  and  attributed  to 
Vardy.  The  latter' s  elevation  for  Mr.  Arundell  (1746)  is  also 
relatable  to  Woodcote ;  but  in  any  case,  Ware,  as  Secretary  to  the 
Board  of  Works,  would  have  been  a  colleague  of  Vardy.  What 
is  certain  from  a  study  of  the  Avery  designs  is  that  Ware  was  an 
architect  of  far  greater  imagination  than  Vardy,  whose  designs 
tend  to  be  composed  of  borrowed  and  immaturely  synthesised 
Palladian  elements.  This  is  also  the  case  with  parts  of  Woodcote, 
for  the  relationship  of  the  cupola  to  the  front  beneath  is  a  clumsy 
one.  As  it  is  mentioned  in  the  account  ('By  Drawings  for  the 
cupola'),  it  may  have  been  designed  by  Brerewood.14 

The  interior  of  Woodcote  can  be  reconstructed  from  various 
sources.15  No  plan  survives  of  the  pre-fire  house  but  the  sale 
catalogue  reveals  an  uncommon  T  shape  of  Palladian  precedent. 
The  entrance  on  the  East  front  led  into  a  Hall,  probably  the 
vestibule  of  Brerewood's  account.  This  (No.  6)  had  a  screen  of 
paired  Corinthian  columns  across  one  end  and  the  nicety  of  an 
arched  niche  and  pilasters  answering  the  pattern  of  the  exterior 
door  surround.  This  is  in  Ware's  style  and  so  was  the  Dining 
Room  to  the  right  of  the  Hall.  Yet  designs  for  this  would  appear 
to  have  been  made  by  Brerewood,  who  mentions,  'By  Drawings 
.  .  .  for  an  intended  Grand  Design  for  the  Room  North  of  the 
Vestibule'.  Behind  the  Dining  Room  in  the  centre  part  of  the 
house  was  the  Staircase  Hall  with  an  oak  stair.  Brerewood 
mentions,  enigmatically,  for  ten  months  work  in  painting.  This 
suggests  a  painted  staircase  for  which  there  is  no  extant  descrip- 
tion, unless  it  was  the  circular  domed  room  (perhaps  below  the 
cupola)  painted  with  mythological  scenes,  that  is  mentioned  by 
Gay. 

To  the  left  of  the  Hall  or  Vestibule  was  the  Morning  Room 
opening  onto  the  South  terrace.  In  1850  it  contained  the  magnifi- 
cent chimneypiece,  with  a  tablet  of  the  fable  of  the  Dog  and  its 
Shadow,  attributable  to  Sir  Henry  Cheere  (No.  7).  This  is  now 
in  the  Boston  Drawing  Room,  presumably  combined  with  the 
panelling  when  it  was  in  the  hands  of  dealers.  All  the  commenta- 
tors mention  the  Louis  Quinze  style  of  the  Morning  Room.  Some 
point  out  the  overdoors,  with  paintings  representative  of  Singing 
and  Music;  others  the  silver  door  furniture.  Adjacent  on  the 
South  front  was  an  Ante-Room  decorated  in  the  same  style,  and 
then  a  Double  Drawing  Room  (No.  8).  The  Boston  room  can 
now  be  seen  to  have  been  reduced  in  size  from  about  one  and  a 
half  units  to  one.  The  western  half  of  the  double  room  was  utilized 
and  its  east  wall  was  brought  forward  to  complete  a  reduced 
whole.  On  the  other  hand  there  may  originally  have  been  two 
single  rooms,  which  were  opened  out  into  one  in  the  early  nine- 
teenth century.  It  was  a  period  when  skilful  Louis  Quinze 
interiors  were  being  created :  and  the  owner  of  Woodcote  at  this 
time  was  in  fact  a  Frenchman;  Baron  du  Teissier,  a  friend  of 
Louis  XVIII.  He  is  known  to  have  enriched  the  Woodcote 
interiors,  adding  mirrors  to  the  door  panels  and  making  the  decor 
fit  in  with  the  jazzed-up  idea  the  period  had  of  the  Louis  Quinze 
style. 

The  ceiling  at  Boston  is  in  any  case  a  pastiche  of  the  original,  a 
section  of  which  can  be  seen  in  No.  8.  The  pattern  has  been 
widened  to  fit  a  roughly  square  room.  It  has  lost  the  gilt  cross- 
hatched  border;  and,  most  important,  it  lacks  the  paintings, 

14.  Issac  Ware.  The  Drawing  Room  at  Chesterfield  House  (c.  1749).  The 
National  Buildings  Record. 
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almost  certainly  by  Clermont,  between  the  plaster  scrollwork. 
It  rightly  possesses  the  oil  painting  of  Pegasus  and  the  Muses, 
wrongly  attributed  to  Zuccarelli.  The  hand  is  surely  a  Veneto- 
Roman  one,  not  dissimilar  from  one  of  the  painters  who  came  to 
England  in  the  first  half  of  the  eighteenth  century,  such  as 
Amiconi  (who  collaborated  with  Clermont),  or,  even  more 
probably,  Francesco  Slctcr.16  It  may  have  been  purchased  from 
Brerewood  who  charged  'For  an  Oval  Painting  in  the  State 
room'.  For  the  same  room  he  accounts  for  'finishing  the  four 
doorpieces'  which  must  be  those  in  situ  at  Boston.  They  are  in  a 
later  Low  Countries'  manner  but  restored  in  a  way  to  preclude 
any  easy  identification  of  additions  by  another  hand. 

Brerewood  accounts  'For  work  upon  all  the  Pannels  in  Mr. 
Clermont's  Room'.  This  might  be  one  half  of  the  double  room, 
which  ceiling  is  painted  in  a  typical  Clermont  style  (No.  9)  and 
for  which  a  sketch  exists.17  On  the  other  hand,  commentators 
mention  a  first  floor  gallery  with  twelve  painted  panels,  dados, 
overdoors  and  pilasters.  Although  these  panels  have  disappeared, 
photographs  of  four  have  survived  (Nos.  10  &  11).  They  have  in 
the  past  been  attributed  to  Philip  Due  D'Orleans,18  painted  in 
1 71 8,  and  are  said  to  have  been  given  to  Du  Teissier  by  Louis 
XVIII.  They  are,  however,  quite  characteristic  of  Clermont's 
style,  except  for  the  figural  groups  which  may  have  been  added 
by  Brerewood,  as  the  figures  are  similar  to  ones  in  the  Calvert 
portrait.  Walford  (1884)  mentions  the  panels  on  the  first  floor, 
but  says  'formerly'  in  a  painted  room  implied  as  having  been  part 
of  the  double  Drawing  Room.  This  may  further  support  the  idea 
that  Du  Teissier  removed  the  panels  when  he  created  one  large 
room  out  of  two  smaller  ones.  Walpole  discloses  the  curious 
coincidence  of  another  double  room  painted  by  Clermont  in 
1742  for  the  5th  Earl  at  Belvedere.  He  says,  'two  small  parlours, 
in  one  panels  painted  with  monkeys,  in  another  scaramouche, 


which  old  Lord  Baltimore  used  to  call  "Monkey  and  Scara- 
mouche" parlours'.19 

The  Library  (No.  12)  at  Woodcote  was  en  suite  with  the  Draw- 
ing Room,  and  was  even  more  lavish.  Its  chimneypiece  (No.  13) 
is  the  consummate  elegance  of  the  French  rococo  in  England. 
The  surround  was  of  carved  and  gilded  wood  against  a  back- 
ground of  Irish  green  marble.  Brerewood  mentions  estimates, 
'about  Hardcastle's  work,  Gilding  etc'  A  Robert  Hardcastlc  is 
recorded  as  a  carver  in  wood  and  stone.20  If  he  did  execute  this 
chimneypiece  he  was  a  versatile  craftsman  about  whom  more 
ought  to  be  known.  According  to  Biss,  the  Library  ceiling  had  a 
centre  piece  of  Ganymede,  painted  by  Verrio.  This  must  have 
been  incorporated  from  an  earlier  room  if  the  attribution  was 
correct. 

The  Chesterfield  House  interiors  (No.  14),  despite  their  French 
decorations,  are  of  characteristic  Palladian  proportions.  No  direct 
source  has  been  found  for  the  panel  forms  although  they  were 
like  engravings  by  Cuvillies  and  Mansart  L'Aine.  The  rooms  at 
Woodcote  were  fully  convincing,  with  the  low  ceilings  and 
shallow  cove  of  French  practice.  Their  panels  are  taken  from 
engravings  in  Blondel's  Des  Maisons  4g  Plaisance  (1738). 21 

Brerewood's  account  for  work  on  the  west  front  would  have 
been  those  parts  at  the  base  of  the  T  plan.  This  would  have  en- 
compassed the  Chapel,  West  Hall  and  secondary  staircase  (Brere- 
wood's 'Little  Staircase'). 

Woodcote  was  sold  by  the  6th  Earl  in  1764.  Du  Teissier  may 
have  removed  the  cupola  and  lowered  the  first  floor  East  front 
windows.  When  the  house  was  bought  by  the  Royal  Automobile 
Club  in  191 1  the  main  rooms  were  removed.  This  was  in  fact  a 
blessing  in  disguise  as  the  interiors  were  later  (1934)  burnt.  The 
rebuilding  accurately  restored  the  East  front,  retained  the  un- 
damaged perron  of  stairs,  the  arcades,  and  the  wings. 


NOTES 


1  Design  in  the  Victoria  and  Albert  Museum,  London. 

2  Repd  P.  Ward — Jackson,  English  Furniture  Designs  of  the  Eighteenth  Century,  1958, 
fig-  45- 

3  As  early  as  1739  Thomas  Langley  was  engraving  plates  copied  from  Pineau 
(Ward — Jackson  op.  cit. ,  31). 

4  Quoted  from  Country  Life,  Feb.  25,  1922,  but  cf.  note  19  below. 

5  The  Complete  Body  is  essentially  a  post-Burlingtonian  publication.  Its  eclectic 
advocacies  and  dependence  upon  French  sources  (Laugier)  would  have  made  it 
unpalatable  to  Burlington  had  he  lived. 

6  Celia  Fiennes,  The  Journeys  of  Celia  Fiennes,  ed.  Morris,  1959,  342. 

7  Walpole  Society,  17,  1928,  'Visits  to  Country  Seats',  61. 

8  Cf.  Cecinsky  &  Gribble,  Early  English  Furniture  and  Woodwork  I,  1921,  378,  379. 

9  Maryland  Historical  Magazine,  3,  291. 

10  Maryland  Historical  Magazine,  3,  297. 

11  This  was  prepared  for  a  lawsuit  brought  by  Brerewood  against  the  6th  Earl. 
Quoted  by  Mrs.  Russell  Hastings  in  Antiques,  Jan.  1934,  15-16.  The  MSS.  in  the 
Public  Record  Office  has  been  mislaid. 

12  Hastings  is  the  only  account  of  Brerewood. 

13  I  am  indebted  to  Mr.  Walter  Ison  for  this  attribution.  In  the  light  of  the  Wood- 
cote design,  Ware  can  now  also  be  put  forward  as  a  candidate  for  this  Whitehall 
house  (illustrated  in  L.C.C.  Survey  of  London,  14,  93). 

14  Prosser's  view  of  1828  in  Select  Illustrations  of  the  County  of  Surrey,  does  not  show 
the  cupola.  It  might  have  been  removed  during  the  du  Teissier  ownership. 


15  These  are :  Gerald  Biss's  guide  for  the  Royal  Automobile  Club ;  Walford, 
Greater  London,  II,  1884;  Brayley,  Topographical  History  of  Surrey,  4,  1850;  E. 
Donnell  in  Antiques,  May  1930;  E.  B.  Gay  in  Antiques,  August  1930,  and  also  in 
Boston  Fine  Arts  Museum  Monograph,  1930. 

16  I  am  indebted  to  Mr.  Edward  Croft-Murray  for  his  comments  upon  the  decora- 
tive programme. 

17  Victoria  and  Albert  Museum,  E.  2680-1948.  The  central  roundel  is  shown  differ- 
ent in  this  sketch.  The  roundel  with  its  sweet  circlet  of  cherub's  heads  shown  in  the 
photograph  is  certainly  Victorian. 

18  Mr.  Francis  Watson  confirms  that  these  are  not  from  the  Duke's  hand.  Mr. 
Croft-Murray  has  pointed  out  the  curious  obsolete  form  of  the  panelling. 

19  Quoted  in  Jourdain,  English  Decoration  1500-1830.  There  is  strong  evidence  that 
Ware  designed  Belvedere  c.  1741 ;  for  the  house,  before  rebuilding  in  1775,  was  a 
typical  Ware  composition.  The  'Great  Room' ,  retained  in  1 775  was  only  demolished 
in  i960.  It  possessed  a  splendid  gilt  rococo  ceiling  and,  interestingly,  rococo 
panelling  of  a  character  close  to,  but  heavier  than,  that  at  Woodcote. 

20  R.  Gunnis,  Dictionary  of  British  Sculptors,  1660-1851. 

21  This  applies  also  to  the  Library  alcove.  The  sources  are  examined  by  Edna 
Donnell  in  her  article,  op.  cit.  cf.  Blondel:  De  La  Distribution  Des  Maisons  De 
Plaisance,  et  De  La  Decoration  Des  Edifices  En  Ge'ne'ral  (1738).  The  Library  is  now  in 
the  possession  of  Messrs.  T.  Crowther  &  Son  of  282,  North  End  Road,  London, 
S.W.6.  I  am  grateful  to  them  for  showing  me  this.  The  most  surprising  fact  is 
confirmation  of  the  superb  quality  of  the  ormolu  door  fittings. 
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l.  The  beautifully  proportioned  and  dynamic 
entrance  was  designed  by  Michael  Inchbald  to 
replace  a  former  ugly  Victorian  doorway.  'Before' 
and  'after'  shots  of  the  reverse  view  appear  on  the 
next  page  (Nos.  2  &  2a).  After  buying  a  pair  of 
eighteenth-century  French  doors  for  £n,  Mr. 
Inchbald  was  faced  with  fitting  them  to  the  arbi- 
trary size  imposed  by  the  narrow  passage-like 
entrance.  Mirrored  side  walls,  executed  by  Apex 
Ltd.,  are  arranged  to  reflect  in  perfect  continuity 
the  new  coffered  ceiling,  cornice  and  blockboard 
'stonework'.  The  divisions  in  the  glass  are  masked 
by  the  soaring  half-obelisks  which  Mr.  Inchbald 
designed  and  had  cast  to  match  the  large  black  and 
white  diamond  terrazzo  with  which  he  surfaced 
the  floor. 


An  Interior  Designer  Converts 
his  own  Home 


ARCHITECT-TRAINED  Michael  Inchbald,  whose  home 
-  is  here  shown,  is  primarily  an  interior  designer :  a  winner, 
in  fact,  of  several  National  Design  Contests.  His  modern  furniture 
has  been  exhibited  at  Italy's  Triennale,  London's  Design  Centre 
and  elsewhere  in  Europe  and  America.  He  has  executed  residen- 
tial work  in  Jamaica,  Paris,  London  and  in  the  country,  but  also 
designs  interiors  for  offices,  hotels  and  ships — three  exciting  public 
rooms  in  the  Windsor  Castle,  the  River  Room  at  London's  Savoy 
Hotel,  for  which  company  he  is  engaged  on  several  further  pro- 
tects, and  he  has  just  completed  the  Ladies'  Annexe  to  the  Law 
Society's  Hall,  opened  last  month. 

Michael  Inchbald's  forbears  seem  to  have  shown  no  marked 
artistic  creativity,  mostly  having  been  passionately  addicted  to 
sport;  his  Ilbert  grandfather's  death  being  directly  attributable  to 
hunting  against  doctor's  orders.  His  other  grandfather,  Charles 
Chantrey  Inchbald,  chairman  until  the  Revolution  of  the  Russo- 


Asiatic  Bank,  won  the  all-time  International  Big  Game  Record 
with  a  438  lbs.  boar.  His  father,  a  first  class  shot,  was  in  his  time 
captain  of  games  at  Winchester.  Even  his  mother  was  a  noted 
skier  and  had  the  curious  distinction  of  being  the  only  debutante 
ever  to  have  been  presented  at  Court  (in  those  days  of  ostrich- 
plumed  protocol,  when  both  arms  were  required  for  bouquet  and 
train)  with  her  arm  broken  in  a  ski-ing  accident. 

His  great  uncle,  Sir  Courtenay  Ilbert,  barrister,  Parliamentary 
Counsel  to  the  Treasury  and  Clerk  to  the  House  of  Commons, 
was  a  man  of  prodigious  brain  but  whose  retiring  disposition  made 
him  decline  the  peerage  that  he  was  offered.  Councillor  to  the 
Government,  he  was  Acting  Viceroy  of  India,  but  was  burnt  in 
effigy  for  the  reforms  he  introduced  at  the  instigation  of  Lord 
Ripon  and  the  British  Government.  He  later  framed  for  Lord 
Dufferin  the  system  of  Law  and  Procedure  for  Burma. 

An  eighteenth-century  ancestor  was  also  burnt  in  effigy — by 

continued  m  pnse  254 
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2  &  2a.  The  hall  'before'  and  'after'.  For  the  Semflex  floor 
Mr.  Inchbald  evolved  a  subtle  variation  on  the  classic  white 
octagon  and  small  black  square  by  elongating  them  into 
shields  and  diamonds,  so  as  not  to  clash  with  the  giant 
diamond  pattern  terrazzo  in  the  porch.  'Mediaeval  tent' 
portieres  are  held  back  by  silver  buckles.  Metallic  Chinese  tea 
paper  on  the  wall — silver  rubbed  with  white  reflects  both  the 
light  and  the  flame  stair  carpet — this  is  the  only  note  of  colour. 
Left  wall  is  mirrored. 


3  &  3a.  Out  of  this  gruesome  bathroom  was  created  the 
elegant  ante-room  at  right,  where  up  to  eight  people  can  be 
dined.  Door  openings  were  pierced  (left  and  right)  and  a 
gracious  French  window  now  opens  the  room  to  the  balcony 
and  the  splendidly  urban  vista  beyond.  Mr.  Inchbald  designed 
the  birdcage,  and  at  the  four  corners  stand  Louis  XVI  chairs 
below  ormolu  sconces  in  the  style  of  Delafosse. 
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4.  From  his  late  uncle'  Courtenay  Ilbert's  famous  horological 
collection,  now  mostly  in  the  British  Museum,  Michael  Inchbald 
retained  only  8  clocks  and  40  watches.  This  German,  lion  table 
clock,  in  gilt  bronze  and  ebony  is  of  date  c.  1650.  The  eyes  move 
continuously  and  at  the  hour  the  mouth  opens  and  shuts  as  if  to  roar 
out  the  correct  time. 


5.  Breguet  began  this  clock  for  Louis  XVI  in  1780.  Still  unfinished  at 
the  outbreak  of  revolution  the  project  was  shelved  (he  made  a 
simpler  version  still  owned  by  the  Breguet  family).  It  was,  how- 
ever, finally  completed  at  the  end  of  the  century  for  Napoleon  who 
stipulated  that  the  Revolutionary  calendar  dial  should  be  added. 
This  is  bolted  within  the  outer  dial  that  shows  the  ordinary  year. 
The  Emperor's  cypher  in  small  diamonds  appears  on  the  base.  This 
8-day  clock,  in  spite  of  having  only  three  wheels  in  its  mechanism, 
nevertheless  shows  the  hours,  minutes  and  seconds  of  mean,  solar 
and  sidereal  time.  A  pointer  at  the  top  of  the  clock  indicates  the 
temperature. 


6.  Crucifix  clock,  silver  and  silvergilt  by  Caspar  Buschman,  Augs- 
burg, c.  1610.  The  movement  of  the  clock  is  in  the  base  beneath  the 
feet  of  the  statuettes  of  the  two  Marys.  The  dial  is  the  ring  at  the  top 
of  the  cross  and  the  pelican's  beak  denotes  the  actual  hour.  The  clock 
strikes  the  hours,  the  bell  being  in  the  base. 


253 


7a 


7b 


his  own  son  Jasper  Porter.  Furious  that  the  family  seat  in  England 
had  been  left  to  his  sister  'this  viper  in  our  midst',  whilst  he  was 
amassing  an  immense  fortune  on  his  Demerara  sugar  plantations, 
he  left  money  that  the  burning  should  take  place  every  year. 

As  for  inherited  instincts  for  collecting,  his  ancestor,  Endymion 
Porter,  helped  Charles  I  amass  his  splendid  collection  of  paintings. 
Two  centuries  later  Peter  Inchbald  was  patron  of  Sir  Francis 
Chantrey.  A  century  later  a  great  uncle,  Wallace  Elliot,  bequeathed 
300  pieces  of  his  famous  collection  of  English  porcelain  to  the 
Victoria  and  Albert  Museum  and  the  British  Museum.  There 
many  are  displayed  next  to  Mr.  Inchbald' s  uncle  Courtenay 
Libert's  even  more  world-renowned  collection.  Before  leaving 
Eton  Mr.  Ilbert  had  already  started  what  became  the  greatest 
horological  collection  of  all  time.  He  left  his  library  to  the 
Horological  Institute,  and  a  Tompion  to  the  Greenwich  Ob- 
servatory, whence  it  originated.  Another  Tompion,  a  silver- 
mounted  example  and  the  smallest  ever  made,  is  on  loan  to  the 
Victoria  and  Albert  Museum.  The  remainder  of  the  collection — 
from  Mary  Queen  of  Scots'  hour  glasses  to  some  2,000  watches — 
is  in  the  British  Museum,  except  for  eight  clocks  and  forty 
watches  retained  by  Mr.  Inchbald. 

Mr.  Ilbert,  however,  cared  more  for  his  clocks  than  his  house, 
here  described.  It  had  all  but  collapsed  when  his  nephew  under- 
took a  brilliant  conversion  and  made  it  into  one  of  the  most  ex- 
citing, yet  practical,  homes  in  London  today.  His  meticulous 
planning  of  kitchen,  bathroom  and  storage  released  most  of  the 
first  floor  for  living  space  for  his  wife  and  himself  that  can  be 
thrown  together  or  sub-divided  as  required.  A  ballroom  on  the 
ground  floor  is  mostly  used  for  their  new  School  of  Interior 
Decoration.  In  all,  this  is  a  supremely  practical  plan  for  living  in  a 
house  which  would  otherwise  be  too  large  for  today's  needs. 


7a.  A  pencil  portrait  by  Prud'hon  and  a  rare  Scottish  silver  repousse 
plaque  dated  1704.  The  carved  and  gilt  wood  mirror  is  English, 
c.  1770.  7b.  Elegant  sliding  doors  divide  the  drawing  room  from 
the  ante-room  (No.  3a).  One  of  superb  pair  of  fauteuils  upholstered 
a  chassis.  The  original  gilding  is  in  a  good  state  of  preservation  and, 
judging  by  the  rare  decorated  backs  (see  No.  8)  were  probably  made 
for  royal  use. 

8.  From  two  ugly  Victorian  bedrooms  Michael  Inchbald  created  this 
beautiful  drawing  room  dresser  (curtains,  walls  and  sofa)  in 
amaryllis  (soft  flame)  velvet.  The  Louis  XV  chimneypiece  was 
installed  in  the  centre  of  the  new  space  by  utilising  a  disused  flue  from 
room  below.  Beside  Inchbald-designed  off-white  leather  'Town 
and  Country'  chairs  stands  his  great-great-great-grandfather's 
rosewood  and  brass  writing  box  with  his  coat-of-arms  (Porter),  the 
silver  fittings  hallmarked  1802.  The  seventeenth-century  gilt-bronze 
horse  on  the  Adam  bench  was  presented  to  George  IV,  and  formerly 
stood  in  the  Green  Drawing  Room  at  Buckingham  Palace.  Long,  low 
Louis  XV  armchairs,  similar  to  the  rare  example  to  the  right  of  the 
chimneypiece,  are  depicted  in  de  Troy's  famous  painting  La  Lecture. 

9.  Framed  drawings  will  eventually  mask  the  edges  of  the  blue  silk 
(bedroom)  cupboard  doors.  The  pair  of  signed  Louis  XVI  fauteuils 
are  by  Louis  Delanois. 

0 

10.  A  gold  damascened  armet  c.  1575,  formerly  in  the  Metropolitan 
Museum  and  originally  in  the  collection  of  Prince  Soltykoff,  stands 
on  this  Vulliamy  regulator  from  the  Ilbert  Collection.  Empire 
period  bronze  and  ormolu  candelabra  stand  on  bronze  tables  which 
have  been  topped  with  opal  glass.  Lit  from  below,  these  obviate 
conventional  lamps. 
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11.  This  rare  and  early  silver  centre-piece  by  John  Edwards,  1736,  bears  the  arms  of 
Ilbert  impaling  Courtenay  for  William  Ilbert  of  Bowringsleigh  who  married  in 
1735  Bridget,  daughter  of  Sir  William  Courtenay  of  Powderham  Castle  and  of 
his  wife,  the  former  Lady  Anne  Bertie,  daughter  of  the  Earl  of  Abingdon. 
Descended  from  both  Edward  I  and  Edward  IV,  the  Courtenays  after  repeated 
attainders  lost  the  marquisate  of  Exeter  and  the  earldom  of  Devon.  The  latter  was 
reclaimed  in  1831  by  William,  3rd  Viscount  Courtenay  of  Powderhajn,  who  thus 
became  9th  Earl  of  Devon. 


12.  The  original  wire  backed  by  silk  of  a 
Sheraton  satinwood  cabinet  now  con- 
ceals a  Hi-Fi  speaker.  On  this  stands  an 
Empire  silver-gilt  tureen.  In  the  Louis 
XVI  framed  showcase  installed  by  Mr. 
Inchbald  can  be  seen  a  seventeenth- 
century  Augsburg  clock  from  the  Ilbert 
Collection  flanked  by  two  early  seven- 
teenth-century silver-gilt  covered  cups. 

13.  In  the  solarium  that  he  designed  and 
cantilevered  out  from  his  drawing  room 
over  the  garden,  Michael  Inchbald  sits  in 
his  prize-winning  iron  and  wicker 
'Mambo'  chair,  exhibited  at  the  1957 
Milan  Triennale.  His  drawing-board 
shuts  away  behind  ingenious  folding 
doors.  When  shut,  cupboard  walls 
flanking  solarium  have  the  appearance  of 
being  built  of  travertine  blocks.  These 
are  however  panels  of  bleached  natural 
cork,  the  modular  arrangement  of  which 
conceals  the  divisions  between  the 
various  sized  cupboards,  besides  in- 
creasing acoustic  and  thermal  qualities. 


,14.  Out  of  this  ugly  bedroom  the  drawing  room  (No.  14a) 
was  created.  14a.  The  original  windows  were  replaced  with 
these  beautifully  proportioned  ones.  The  dividing  wall 
between  the  former  front  and  back  bedroom  was  removed 
and  bedroom  doors  blocked  up  and  elegant  double  doors 
installed  and  three  further  recesses  made.  Louis  XV  bureau- 
plat,  from  Pourtales  Collection,  bears  rare  crown  poincon 
control  marks  only  used  1745-9.  14b.  The  Italian  seven- 
teenth-century Emperor  bust  is  of  white  marble  and  onyx, 
and  the  Louis  XV  bergere  from  the  State  Drawing  room  at 
Marlborough  House  bears  Queen  Alexandra's  inventory 
mark.  On  the  sofa  table  is  an  Ilbert  Collection  seventeenth- 
century  table  clock  with  detachable  alarm,  by  Carl  von 
Mandern,  and  an  inkstand  mounted  with  ormolu  swans  and 
water  spaniels  believed  to  have  belonged  to  the  Empress 
Josephine.  Inlaid  off-white  cocoa  lino  floor  designed  by  Mr. 
Inchbald. 
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Lady  Seafield's  Scottish  Guns 


William  Reid 


AT  a  time  when  so  many  fine  weapons  from  the  gunrooms 
•and  private  armouries  of  Europe  have  been  dispersed,  it  is 
refreshing  to  know  that  there  is  at  least  one  assemblage  which  has 
not  been  abandoned  with  its  history  to  the  vagaries  of  the  sale- 
room. At  the  Countess  of  Seafield's  instructions,  the  almost  in- 
credible hoard  of  arms  and  armour  which  formed  the  Grant 
armoury  was  removed  from  Castle  Grant  a  few  years  ago  for 
safe-keeping  at  the  Countess's  delightful  home  at  Cullen  House, 
Banffshire.  Accumulated  over  the  years  at  Castle  Grant,  the 
armoury  consists  of  a  variety  of  armour  and  weapons  in  some 
quantity.  But  the  most  important  section  is  the  exceptional 
group  of  Scottish  sporting  guns  and  rifles  of  the  seventeenth 
century.  There  are  thirteen  of  them,  by  far  the  outstanding  collec- 
tion in  the  world,  and  eight  are  on  loan  to  the  Armouries  of  the 
Tower  of  London  until  July  31st  of  this  year. 

Although  seventeenth-century  Scottish  guns  are  not  particu- 
larly distinguished  examples  of  gunmaking,  either  technically  or 
artistically,  there  is  no  denying  their  rarity  and  the  mystique 
which  has  grown  up  around  them.  The  latter  is  no  doubt  the 
joint  result  of  Scots  chauvinism  and  an  inaccurate  tendency  to 
associate  them  with  romantic  lost  causes.  However,  they  do  have 
their  charms,  not  the  least  being  their  highly  characteristic  design 
and  decoration  which  is  quite  unlike  any  firearm  produced  else- 
where in  Europe.  By  the  middle  of  the  seventeenth  century, 
when  English  gunmakers  were  turning  out  guns  of  a  pattern 
which  was  to  survive  virtually  unchanged  for  a  century  and  a 
half,  the  Scottish  gun  had  been  evolved  by  indigenous  craftsmen 
to  its  own  peculiar,  angular  form  with  slender  curved  butt, 
primitive  snaphance  lock  and  the  shallow  carved  decoration 
which  was  so  firmly  based  on  traditional  Scottish  patterns.  All 
the  guns  from  Cullen  House  share  these  features,  but  one  is  of 
particular  interest  as  it  not  only  belonged  to  a  leading  Scotsman 
of  his  day  but  is  one  of  only  two  of  its  type  to  survive.  The 
earliest  of  the  loan  guns,  its  barrel  is  decorated  with  applied 
plaques  and  strips  of  silver  and  brass,  the  largest  of  the  silver 
plaques  being  engraved  with  the  initials  and  arms  of  Sir  John 
Grant,  sixth  of  Freuchie  (1596-1637).1  The  initials  and  arms  also 
occur  on  the  brass  sole-plate  of  the  otherwise  silver  butt  cap. 
Along  the  barrel  is  a  narrow  silver  strip  inscribed  with  the  largely 
spurious  legend  DOMINVS  JOHANNES  GRANT  MILES 
WICECOMES  DE  INNERNES  ME  FECIT  IN  GERMANIA 
ANNO  1434.  The  first  part  of  the  inscription  may  refer  to  some 
ambition  of  Sir  John's  of  which  no  record  has  survived.  Knighted 
by  James  VI  and  known  as  of  Mulben  during  his  father's  lifetime, 
his  standing  at  Court  may  well  have  led  him  to  anticipate  an 
Earldom  as  a  reward  for  the  activities  for  which  he  was  com- 

1  Unless  otherwise  noted,  the  historical  and  biographical  details  come  from 
William  Fraser,  LL.D.,  The  Chiefs  of  Grant,  Edinburgh,  1883. 


mended  to  the  Privy  Council  on  various  occasions.  The  second 
part,  which  refers  to  the  gun's  origins,  is  patently  wrong  since  the 
barrel  is  of  the  late  sixteenth  or  early  seventeenth  century  and  the 
inscription  date  is  almost  two  hundred  years  earlier  than  the  1635 
engraved  on  the  round  fence  to  the  priming  pan.  It  is  perhaps  as 
well  to  record  here  that  the  dates  which  appear  on  the  fences  of 
most  Scottish  guns  must  be  accepted  with  strong  reservations. 
Seven  of  the  eight  Seafield  guns  now  at  the  Tower  Armouries  are 
fitted  with  detachable  pans  and  the  most  likely  reason  for  these  is 
apparent  in  Sir  John's  gun,  the  pan  of  which  has  been  corroded 
and  burnt  right  through.  A  second  hazard,  which  could  result  in 
the  pan's  having  to  be  replaced,  is  evidenced  by  the  fence  of  the 
Inverness  gun  mentioned  below.  This  is  fractured  at  a  notch 
which  acts  as  the  stop  for  a  stud  on  the  outside  of  the  pan-cover. 
If  the  cover  was  closed  too  sharply  there  was  a  danger  that  the 
fence  might  fracture.  This  type  of  stop  is  seen  on  all  the  guns 
except  Sir  John's,  the  rear  end  of  which  butts  against  the  back  of 
the  pan  itself.  This  appears  to  be  an  early  feature  in  Scottish 
locks. 

The  butt  of  Sir  John's  gun  is  inlaid  on  each  face  with  silver  in 
unsophisticated  representations  of  equestrian  figures,  hounds  and 
the  ubiquitous  fish  which  occurs  with  such  frequency  in  early 
Scottish  symbolism.  On  one  face  is  a  unicorn  which  survived  a 
fracture  which  caused  its  companion  lion  to  be  lost.  On  the 
reverse  is  a  vase  and  the  surviving  dragon  of  two  which  presum- 
ably indicate  the  arms  of  Dundee,  azure  a  pot  of  lilies  argent,  and 
the  supporters  two  dragons  vert,  their  tails  knotted  below  the  shield. 
The  stock  shape  is  very  similar  indeed  to  that  of  the  attractive 
little  Scottish  musket,  once  in  the  armoury  of  Louis  XIII  and  now 
in  the  Armouries.2  The  difference,  and  it  is  not  a  major  one,  is 
that  the  Grant  gun  shows  the  three  parallel  flutes  carved  in  each 
face  of  the  butt  which  were  to  become  such  an  important  decora- 
tive feature  of  later  Scottish  stocks  and  which  suggest  that  Sir 
John's  gun  may  form  a  link  between  the  Armouries  gun  and  the 
later  form  of  stock  with  the  fully  developed,  deeply  curved  butt. 
The  stock  of  the  Armouries  gun,  which  has  a  similar  trigger- 
guard  and  is  dated  1614  on  both  lock  and  barrel,  is  of  the  same 
rich,  red  Brazil  wood  as  Sir  John's.3  This  exotic  material  occurs  in 
a  list  of  Customs  rates  to  be  charged  on  goods  imported  into 
Scotland  in  1612,  where  it  is  detailed  as  woode  called  Brissilc  or 
Fernando  buckwode  the  hundreth  weght  xxiiij  li.  Compared  with  the 
duty  charged  on  boxwood  (xx  li.)  and  ebony  (xii  li.),*  Brazil  was 
expensive  and  might  be  expected  to  have  been  in  demand  by  the 
wealthier  members  of  the  Scottish  gentry.  This  assumption  is 

2  Inventory  Number  XII-63. 

3  Guilandina  echinata  (Lam.)  Spreng.  I  am  indebted  to  the  Director,  the  Royal 
Botanic  Gardens,  and  to  Dr.  C.  R.  Metcalfe  for  this  identification. 

4  Cosmo  Innes,  The  Ledger  of  Andrew  Halyburton,  etc.,  Edinburgh,  1867. 
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confirmed  by  a  description  in  an  inventory  dated  1600  of  a  gilt 
piece  wt  the  lairds  amies  that  come  out  ofDundie  stockit  wt  brissell.* 
This,  with  the  arms  on  the  butt,  points  to  Sir  John's  gun  coming 
h  orn  the  same  town  and  in  the  MS.  dictionary  of  Scottish  arms 
makers,  prepared  by  the  late  Charles  E.  Whitelaw,  there  is  a 
Dundee  maker  whose  names  and  dates  correspond  with  the 
initials  AP  stamped  on  its  brass  lockplate.  In  1596-97  Andrew 
Philp  was  admitted  to  the  Incorporation  of  Hammermen  of 
Dundee,  and  his  son  Robert  was  admitted  during  his  father's  life- 
time in  1637;  dates  which  bracket  that  of  Sir  John's  gun.6  An  in- 
ventory of  1720  describes  the  contents  of  the  armoury  at  Castle 
Grant,  this  gun  appearing  as  the  Dutch  fusie  with  the  brass  lock.1 
Presumably  the  IN  GERMANIA  part  of  the  inscription  con- 
fused the  clerk  into  describing  the  gun  as  he  did,  the  word  Dutch 
then  having  a  wider  meaning  which  included  Germany  with  the 
Low  Countries. 

Sir  John  Grant's  initials  also  occur  on  a  silver  plate  let  into  the 
attractive  little  barrel  of  a  carbine  which  was  re-stocked  and 
fitted  with  a  new  lock  late  in  its  working  life.  The  re-use  of 
barrels  seems  to  have  been  fairly  common  in  the  Highlands,  as  at 
least  one  other  Castle  Grant  gun  has  been  re-stocked  in  addition 
to  this  one  which  is  described  in  the  1720  inventory  as  Sir  John 
Grant's  little  gun.  The  barrel  of  the  second  re-made  gun  is  dated 
1637  and  bears  the  arms  of  George  Mackenzie,  second  Earl  of 
Seaforth,  whose  brother  Thomas  married  Sir  John's  sister,  Jean 
Grant,  and  whose  sister  Sibilla  married  Sir  John's  son  Patrick. 8 
Traces  of  gold  in  the  engraving  on  the  barrel  confirm  that  this  is 
the  weapon  described  in  the  1720  inventory  as  Seaforth' s  gilt  gun. 
It  seems  probable  that  the  Seaforth  gun  came  to  the  Grants  on 
Sibilla's  marriage  to  Patrick.  Seaforth  himself,  a  staunch  Royalist, 
died  in  165 1  in  exile  in  Holland  where  he  had  served  Charles  II 
as  Secretary  of  State  for  Scotland.9 

Both  Seaforth's  and  Sir  John's  barrels  now  have  stocks  in 
almost  exactly  the  same  style  as  the  superb  silver-mounted  rifle 
made  for  Ludovic  Grant,  eighth  of  Freuchie  and  first  of  Grant 
(i650?-i7i6),  whose  initials  and  arms  appear  on  a  silver  plate  on 
the  barrel.  The  latter  is  engraved  near  the  breech  with  the  date 
1667  and  stamped  twice  with  the  maker's  initials  75  in  mono- 
gram. The  lock  is  engraved  with  a  second  pair  of  initials,  IT,  and 
the  fence  with  the  date  1671.  The  stock  of  this  handsome  piece, 
surely  the  finest  Scottish  sporting  weapon  of  its  time  to  survive, 
is  carved  with  shallow  interlace  and  fern  patterns  which  are  so 
similar  to  those  of  the  guns  mentioned  above  that  there  seems 
little  risk  in  asserting  that  they  were  all  carved  by  the  same  crafts- 
man. The  silver  decoration  on  the  stock  is  the  best  executed  of 
any  Scottish  gun  which  I  have  seen,  and  the  furniture  is  en- 
graved with  simple  but  effective  floral  and  foliar  ornament, 
almost  international  in  character  but  retaining  something  of  the 
designs  used  in  Scottish  tombstone  and  cross  sculpture  of  the 
Middle  Ages. 

Ludovic  Grant,  who  was  later  referred  to  in  verse  as  'The 
Laird  of  Grant,  that  Highland  Saint  of  mighty  Majesty',  suc- 
ceeded his  father  in  1665  before  he  reached  his  majority.10  In  1694 
he  had  his  lands  erected  to  the  Regality  of  Grant  and  the  new 

5  Breadalbane  Inventory  of  Plenishings :  in  the  Scottish  Record  Office,  Register 
House,  Edinburgh. 

6  I  am  grateful  to  Mrs.  C.  E.  Whitelaw  for  permission  to  consult  the  as  yet  un- 
published manuscript  and  to  A.  R.  Dufty,  Esq.,  A.R.I.B.A.,  Sec.S.A.,  for  his 
assistance  in  the  search  for  the  names  of  the  makers. 

7  Fraser,  op.  cit.,  p.  xli.  The  original  manuscript  is  now  in  the  Scottish  Record 
Office. 

8  Sir  Iain  Moncrieffe  of  the  Ilk  and  A.  N.  Kennard,  Esq.,  kindly  helped  with  the 
heraldry  and  the  genealogy  of  the  Grant-Mackenzie  relationships. 

8  Dictionary  of  National  Biography. 

10  Archibald  Kennedy,  Earl  of  Cassillis,  The  Rulers  of  Strathspey,  Inverness,  191 1, 
p.  113.  • 


4  (above).  Shallow  carving  and  silver  mounts  on  the  butt  of  Ludovic 
Grant's  gun. 

5  (below).  Inlay,  including  the  dragon  and  pot  of  lilies,  on  the  butt  of  Sir 
John  Grant's  Dundee  gun. 


FACING  PAGE 

7.  Breech-loading  rifle,  the  barrel  of  which  unscrews  immediately  in  front 
of the  lock. 

8.  Silver  screw-plates  on  Ludovic  Grant's  rifle. 

9.  The  lock  of  the  Bellachastel  gun  by  Gulielmus  Smith,  showing  the  very 
long  throw  of  the  cock. 

10.  Sir  John  Grant's  gun,  the  lock  stamped  with  the  initials  of  Andrew 
Philp  of  Dundee.  The  top  jaw  and  peg  are  old  restorations. 
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II.  The  interior  of  the  Bellachastel  lock. 


Photography:  Ministry  of  Works,  London,  Crown  copyright  reserved 


name  Castle  Grant  displaced  the  two  older  names  for  his  family 
seat,  Freuchie  and  Bellachastel.  The  last  of  these  appears  in  a 
graceful  script  on  the  lockplate  of  a  very  long  gun  inscribed 
Bellachastel  /  Gulielmus  Smith.  As  long  ago  as  1845  ft  was  stated 
that  Smith  was  'one  of  the  hereditary  family  of  smiths  (to  the 
Lairds  of  Grant)  who  .  .  .  resided  for  several  generations  at 
Bailechasteil.'11  Unfortunately  it  has  not  been  possible  to  confirm 
this,  as  the  early  records  of  the  district  have  not  survived.  But  at 
least  one  instance  is  recorded  of  a  laird  having  work  done  by  his 
personal  gunsmith.  In  1677  Sir  Hugh  Campbell  of  Cawdor 
ordered  from  the  merchant  William  Duff  of  Inverness  a  quantity 
of  goods  which  he  wanted  from  Holland.  The  order  included 
fifiy  or  sixty  musket  barrels  which  he  intended  to  have  stocked 
'at  horn  for  weapon  guns  to  our  watch  and  militia  let  them  not 
be  too  long  or  too  haw  for  a  man  to  travell  with  his  othir 
waponis,  and  be  of  ordinar  musket  bor  or  rather  less  bot  the 
ordinar  bor  will  be  good  .  .  .'12  The  convenient  size  and  weight 
were  of  considerable  importance  when  one  remembers  that  the 
arms  of  the  Scottish  fighting  men  were  described  a  few  years 
later  as  a  dirk,  a  pair  of  pistols,  'a  round  targe  on  their  backs,  a 
blew  bonnet  on  their  heads,  in  one  hand  a  broadsword  and  a 
musket  in  the  other.  Perhaps  no  nation  goes  better  armed.'13 
When  bullet  bag  and  powder  flask  were  added,  the  reason  for 
the  restriction  on  size  and  weight  is  obvious. 

Smith's  name  occurs  in  a  different  script  on  the  lock  of  Sea- 
forth's  gun  in  the  inscription,  unusuallv  academic  for  a  Scottish 
maker,  ME  FECIT  GULIELMUS  SMITH  with  the  date  1674 
and  it  is  possible  that  the  initials  GS  on  the  lock  of  another 
musket  dated  1675,  °f a  unique  turn-off  rifle  dated  1686  and  of  a 
plain  musket  dated  1690  in  the  Armouries,14  may  indicate  that 
they  too  were  made  by  Smith. 

11  John  Sobieski  Stolberg  and  Charles  Edward  Stuart,  Hie  Costume  of  the  Clans, 
Edinburgh,  London,  etc.,  1845,  p.  xxxv. 

12  TheBookof  the  Thanes  of  Cawdor,  1216-1-42,  Spalding  Club,  Edinburgh,  1859, 
P-  335- 

13  W.  Sacheverell,  An  Account  of  the  Isle  of  Man,  London,  1702. 

14  Inv.  No.  XII-65.  The  same  initials  appear  on  a  steel,  heartbutt  Scottish  pistol  in 
the  Glasgow  Museum  and  Art  Gallerv,  Reg.  No.  '39-65  aah. 

■ 


A  second  gun  bearing  the  maker's  address  is  a  rather  plain 
musket  engraved  on  the  lockplate  Jnverness  with  the  same 
initials,  IS  in  monogram,  as  are  stamped  on  the  barrel  of  Ludo- 
vic's  rifle.  This  may  be  the  weapon  described  in  the  1720  inven- 
tory as  Alister  Move's  gun  as  it  has  roughly  the  proportions  and, 
as  far  as  one  can  see,  the  decoration  of  the  musket  which  is 
painted  as  propped  precariously  within  the  frame  of  the  Waitt 
portrait  of  Alistair  Grant  Mor  now  at  Cullen  House.  This  large, 
but  in  part  imaginary,  portrait  hung  in  the  hall  of  Castle  Grant 
until  a  few  vears  ago  between  racks  of  muskets  which  were  the 
arms  of  Sir  James  Grant's  regiment  of  fencibles  raised  during  the 
alarms  of  the  Napoleonic  Wars. 

When  Charles  E.  Whitelaw  wrote  his  unsurpassed  mono- 
graph on  Scottish  firearms  he  listed  twenty-one  Scottish  muskets 
and  rifles,  to  which  few  have  been  added  in  the  intervening 
vears.13  The  present  distribution  seems  to  be: 

At  Cullen  House,  owned  by  the  Countess  of  Seafield  1 3 

The  Armouries,  H.M.  Tower  of  London  4 
Glasgow  Museum  and  Art  Gallery  2 
National  Museum  of  Antiquities  of  Scotland,  Edinburgh  2 
In  the  collection  of  Mr.  W.  Keith  Neal  2 
In  the  collection  of  the  Duke  of  Montrose  _i 

24 

Of  this  total  half  can  be  seen  together  in  one  room  of  the 
Armouries  and  among  these  are  the  three  most  important 
Scottish  guns  to  survive.  It  will  be  many  years  before  there  will 
again  be  such  a  muster  outside  Scotland. 

I  am  grateful  to  Lady  Seafield  for  her  kind  permission  to 
publish  her  fine  firearms  and  to  C.  A.  Ritchie,  Esq.,  Factor  of  the 
Seafield  Estates,  for  his  generous  help  during  my  visit  to  Cullen 
House  last  summer. 

15  European  Hand  Firearms  of  the  Sixteenth,  Seventeenth  and  Eighteenth  Centuries  by 
Herbert  ].  Jackson  with  a  Treatise  on  Scottish  Hand  Firearms  by  Charles  E.  White- 
law,  LA.,  F.S. A.Scot.  MDCCCCXXII,  London.  A  gun  in  the  collection  of  R.  T. 
Gwvnn  Esq.,  is  signed  by  the  maker  John  Stuart  and  dated  1703.  In  the  collection 
of  Major  John  Stewart  D.L.,  J.P.,  of  Ardvorlich  is  a  restocked  barrel  of  c.1620 
known  traditionally  as  the  Gunna  Breachd  or  spotted  gun. 
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G.  B.  Tiepolo's  Grisaille  Paintings 


FROM  THE  PALAZZO  B ARB ARIGO 


EVEN  the  most  devout  admirers  of  Tiepolo's  great  ceilings 
seldom  pay  much  attention  to  the  exquisitely  subdued  and 
unemphatic  grisailles  which  frequently  surround  them.  So  dazzled 
is  one's  eye  by  the  gay  brilliance  of  colour,  so  overawed  is  one's 
spirit  by  the  supercilious  expressions  of  the  youthful  gods, 
goddesses  and  allegorical  personifications  who  effortlessly  hover 
above  the  centre  of  the  room,  that  no  more  than  a  glance  can  be 
spared  for  the  architectural  frame  and  the  minor  allegories  which 
adorn  it.  But  these  ceilings  were  not  always  so  regarded.  Created 
as  complete  decorative  schemes  they  were  intended  to  be  seen  as 
a  whole.1  But  nowadays  we  seldom  appreciate  the  astonishing 

1  It  is  interesting  to  note  that  the  name  of  the  quadrattirista  (or  architectural  painter) 
G.  Mcngozzi-Colonna,  is  often  mentioned  before  that  of  the  jigurista,  Tiepolo,  in 
the  works  on  which  they  collaborated.  The  1753  edition  of  Orlandi's  Abecedario, 
for  instance,  credits  Colonna  with  the  great  Antony  and  Cleopatra  room  in 
Palazzo  Labia  and  docs  not  even  mention  Tiepolo. 


virtuosity  and  beauty  of  the  grisaille  panels  until  they  are  seen  in 
isolation.  Ten  fresco  grisaille  panels  painted  by  G.  B.  Tiepolo  for 
the  Palazzo  Barbarigo  in  Venice,  and  now  in  the  apartment  of  a 
Milanese  collector,  present  a  unique  opportunity  for  such  a  study. 

The  Palazzo  Barbarigo  was  built  near  the  entrance  of  the 
Grand  Canal,  in  the  parish  of  Santa  Maria  Zobcnigo,  early  in  the 
seventeenth  century.  Architecturally  a  somewhat  undistinguished 
building,  it  owes  its  fame  to  the  two  ceilings  which,  as  the 
Barbarigo  archives  reveal,  G.  B.  Tiepolo  painted  there  in  1744- 
1745. 2  The  central  panels  of  both  ceilings,  one  representing  the 
Triumph  of  Wisdom  and  the  other  Time  Discovering  Truth,  were 
painted  on  canvas  but  were  removed  from  the  Palazzo,  probably 

2  The  record  of  payment  'A  Tiepoletto  come  da  Polizza  N.  24  .  .  .  Due.  68o'  from 
the  Barbarigo  archives  is  now  in  the  library  of  the  Musco  Correr.  See  Giulio 
Lorenzctti:  Mostra  del  Tiepolo,  Catalogo,  Venice,  1951,  p.  81. 
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2,  3>  4  and  5.  Allegories  of  Sculpture,  Music,  Painting  and 
Poetry  painted  in  fresco  by  Giambattista  Tiepolo  for  the 
Palazzo  Barbarigo,  Venice,  1744-1745.  Now  in  a  private 
collection,  Milan. 


in  the  nineteenth  century.  The  former  passed  into  the  great  Dona 
dalle  Rose  Collection  which  was  so  tragically  dispersed  in  193  4. 3 
Fortunately,  however,  it  was  acquired  by  the  City  of  Venice  and 
placed  in  the  Ca'  Rezzonico  where  it  may  now  be  admired  in  the 
great  Sala  del  Tiepolo  on  the  piano  nobile.  The  frescoed  and 
stuccoed  surround  of  the  ceiling  was,  however,  left  in  situ  as  a 
somewhat  melancholy  reminder  of  the  previous  glory  of  the 
room,  until  the  grisaille  paintings  were  recently  detached  from 
the  wall  and  acquired  by  a  Milanese  collector  whose  apartment 
they  now  decorate.  It  should  be  added  that  Tiepolo's  oil  sketch 
for  the  central  part  of  the  ceiling  is  also  in  Milan,  in  the  Museo 
Poldi  Pezzoli. 

Tiepolo's  work  in  the  Palazzo  Barbarigo  dates  from  the  middle 
of  a  period  of  great  activity  even  for  so  prolific  an  artist  as  he  was. 
In  1740  he  returned  to  Venice  from  Milan,  where  he  had  painted 
the  ceiling  of  the  main  room  in  Palazzo  Clerici,  and  immediately 
set  to  work  on  the  great  ceiling  of  the  Scuola  dei  Carmini.  He  was 
at  Montecchio  Maggiore,  near  Vicenza,  in  the  autumn  of  1743 
painting  the  ceiling  and  walls  of  the  central  salone  in  the  Villa 
Cordellina,  and  complaining  that  he  was  disturbed  by  the  numer- 
ous guests  in  the  house.  That  same  year  he  also  began  work  on  the 
delightful  ceiling  for  the  Scalzi  church,  Venice,  representing  the 
Transport  of  the  Holy  House  ofLoreto,  now  known,  alas,  only  from 
the  sketch  in  the  collection  of  the  Earl  of  Rosebery.  He  painted 
the  Banquet  of  Antony  and  Cleopatra,  now  in  the  National  Gallery, 
Melbourne,  probably  in  the  next  year  and  at  about  the  same  time 
began  the  wonderful  scries  of  frescoes  in  Palazzo  Labia  and  the 
ceiling  for  Palazzo  Barbarigo,  now  in  the  Metropolitan  Museum. 
Numerous  smaller  works  may  also  be  attributed  to  this  period, 
most  notably  the  Consilium  in  Arena  at  Udine,  the  Last  Supper  in 
the  Louvre,  and  the  Agony  in  the  Garden  and  Christ  Crowned  with 
Thorns  in  Hamburg.  In  1750  he  set  off  for  Wiirzburg  where  he 
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6  and  7  (facing).  Allegories  of  Merit  Crowned  and  Abundance  by  Giambattista  Tiepolo.  Private  Collection,  Milan. 


created  two  of  his  greatest  masterpieces:  the  ceilings  of  the 
Treppenhaus  and  the  Kaisersaal  of  the  Residenz. 

The  ceiling  in  the  Villa  Cordellina,  Montecchio  Maggiore,  is 
very  closely  related  to  that  formerly  in  the  Palazzo  Barbarigo.3The 
central  figures,  representing  the  triumphant  arts — at  Montecchio 
Maggiore — and  Wisdom  triumphant — in  Venice — are  intimately 
allied,  while  the  tumbling  figures  of  Ignorance  are  practically 
identical  in  both  ceilings.  The  same  similarity  is  to  be  observed  in 
the  grisaille  allegories  and  it  is  therefore  worth  quoting  a  letter  in 
which  Tiepolo  mentioned  them  to  his  friend  and  mentor,  Count 
Algarotti.  Writing  from  the  Villa  Cordellina  on  the  26th 

3  The  room  in  the  Villa  Cordellina  is  described  and  illustrated  in  The  Connoisseur, 
December  (1957),  pp.  151-3. 

# 


October,  1743,  he  declared:  'I  have  already  got  on  well  with  the 
ceiling  and  would  have  done  more  if  the  changeable  weather  had 
permitted.  By  now  I  have  finished  eight  grisailles  (chiari  scuri)  and  ' 
done  half  of  the  ceiling  which  I  flatter  myself,  nay  am  certain,  I 
shall  finish  by  the  10th  or  12th  of  next  month'.  As  in  the  Palazzo  1 
Barbarigo,  the  central  panel  was  painted  in  oil  on  canvas  while 
the  surround  was  stuccoed  and  frescoed.  It  will  be  noted  that  he 
painted  all  the  chiari  scuri  himself,  as  he  was  to  do  in  the  Palazzo 
Barbarigo,  though  later  in  his  career  he  would  probably  have  I 
given  such  work  to  one  of  his  sons  or  to  some  other  assistant. 

Writing  of  the  relationship  between  the  quadraturista,  or  painter  1 
of  architectural  surrounds,  and  the  figure  painter — with  special 
reference   to   Girolamo   Mongozzi-Colonna   and   Tiepolo — 
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Algarotti  remarked  that  the  former  should  provide  the  bass  to  the 
latter's  soprano.  In  the  Palazzo  Barbarigo  room  the  place  of  the 
,  quadraturista  was  largely  taken  by  a  stucco  worker,  but  in  his  fawn 
and  silvery  rose  simulated  marble  grisailles  Tiepolo  provided  his 
own  bass,  or  at  least  baritone,  accompaniment  to  the  coloratura  of 
the  central  panel.  For  the  whole  room  expressed  a  harmony  which 
stressed  the  unity  of  the  iconographical  programme.  As  Dr. 
Michelangelo  Muraro  has  recently  pointed  out4,  the  centre  part  of 
the  ceiling  represents  The  Triumph  of  Wisdom  and  not  Strength  and 
Wisdom  (or  Nobility  and  Courage)  as  had  previously  been  supposed. 
The  grisailles  provide  variations  on  this  theme.  Four  of  them  arc 
devoted  to  the  arts  of  sculpture,  music,  painting  and  poetry  (Nos. 

*  See  Gazette  des  Beaux  Arts,  January  (i960)  p.  19  ff. 


2,  3,4  &  5).  Another  two  show  Merit  Crowned  and,  the  happy 
result  of  wisdom's  triumph,  Abundance.  (Nos.  6  and  7).  The  three 
circular  panels  represent  Astronomy,  Geometry  or  Geography, 
and  History  (Nos.  1,  8  and  9).  Not,  it  may  be  said,  a  very  compli- 
cated scheme  in  comparison  with  those  drawn  up  by  the 
mystagogues  of  the  Renaissance,  but  one  which  enabled  Tiepolo  to 
exercise  untrammelled  the  fecundity  of  his  pictorial  imagination. 
And  one  need  not  dim  the  individual  charms  of  these  paintings  by 
pointing  to  them  with  an  intrusive  finger.  Suffice  is  it  to  remark 
on  the  integrity  of  the  compositions,  the  cleverly  contrived  mise 
en  page  of  each  group,  however  irregular  the  outline,  and  the 
Olympian  grace  of  each  figure. 

The  practice  of  surrounding  a  painted  ceiling  with  grisailles 
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simulating  bronze  or  marble  reliefs  was  not,  of  course,  begun  by 
Tiepolo.  Paolo  Veronese,  to  whom  Tiepolo  owed  so  much, 
seems  first  to  have  employed  this  charming  device  in  the  mid- 
sixteenth  century  at  the  Villa  Barbaro,  Maser.  Here  he  surrounded 
his  allegories  with  a  variety  of  painted  marble  statues,  stucco 
figures  over  the  doors  and  reliefs  in  simulated  bronze  colours.  It 
was  possibly  from  this  source  that  Annibale  and  Agostino 
Carracci  derived  the  idea  for  the  trotnpe  Voeil  devices  in  the  Gallery 
of  the  Palazzo  Farnese,  Rome,  so  much  admired  by  Algarotti  and 
other  eighteenth-century  cognoscenti.  And  probably  this  latter 
room,  rather  than  Veronese's  example  at  Maser,  encouraged 
Tiepolo  to  revive  the  practice  of  painting  simulated  bronze 


grisailles.  In  any  case,  the  device  was  frequently  adopted  by 
Venetian  painters  of  his  time  and  was  nearly  worked  to  death 
before  the  eighteenth  century  closed. 

In  Tiepolo's  hands  the  simulated  marble  grisailles  were  no  more 
whimsical  additions  to  a  decorative  scheme.  They  formed  an 
integral  part  of  the  decoration.  And  it  is  proof  of  their  excellence 
that  they  can  retain  their  significance  and  beauty  when  divorced 
from  their  original  setting.  The  series  from  the  Palazzo  Barbarigo 
may,  indeed,  be  regarded  as  independent  works  of  art  of  a  high 
order.  Painted  in  fresco,  a  medium  which  Tiepolo  found  partic- 
ularly satisfying  especially  during  the  years  of  his  early  maturity, 
they  have  all  the  spontaniety  of  his  swiftly  executed  and  delicately 
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touched  drawings.  As  we  have  already  seen,  the  artist  preferred  to 
paint  in  fresco  in  warm  weather  because,  no  doubt,  the  quickness 
of  the  plaster's  drying  enabled,  or  rather  forced,  him  to  work  at  a 
peed  which  kept  pace  with  his  imagination.  Moreover,  their 
uted  fawn  and  rose  colour  scheme  is  singularly  appealing. 
Although  one  seldom  applauds  the  removal  of  a  work  of  art 
rom  the  place  for  which  it  was  created,  an  exception  must  be 
ade  in  the  case  of  rooms  which  have  already  lost  their  original 
gnificance.  Such  a  room  was  that  in  the  Palazzo  Barbarigo  which 
ecamc  a  shell  once  the  painted  ceiling  was  taken  out.  The  present 
wner  of  the  grisailles  must  therefore  be  congratulated  for 
escuing  these  works  from  a  place  where  they  no  longer  served 


their  original  purpose  and  for  giving  them  a  new  decorative 
significance  in  his  Milanese  home.  They  are,  indeed,  pictures 
which  any  man  of  taste  would  wish  to  possess  and  are  certainly 
easier  to  live  with  than  a  vast  frescoed  wall  or  ceiling,  however 
beautiful.  The  present  writer  must  confess  that  he  would  feel 
overawed  at  the  prospect  of  living  beneath  one  of  Tiepolo's  huge 
Olympian  scenes ;  in  the  curl  of  the  gods'  patrician  lips  he  might 
detect  a  mute  criticism  of  his  necktie,  and  in  the  admonishing 
wave  of  Time's  arm,  a  comment  on  his  own  existence.  But  the 
figures  in  the  grisailles  are  not  so  censorious ;  they  are  far  too  fully 
engaged  in  acting  their  parts  as  the  Sciences,  the  Arts,  Merit  or 
Abundance. 
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The  Vitality  of  Leningrad  Lithographers 

Richard  Retlaw 


AVERY  welcome  shower  of  rain  is  at  present  falling  into  the 
arid  wastes  that  once  defined  the  area  of  cultural  exchange 
between  Russia  and  Britain. 

For  the  first  time  since  the  Revolution,  a  London  gallery  is  now 
holding  an  exhibition  entirely  devoted  to  the  work  of  contem- 
porary Russian  artists,  and  those  works  are  for  sale. 

But  the  really  encouraging  thing  about  the  exhibition  that  Eric 
Estorick  has  mounted  at  the  Grosvenor  Gallery  in  Davies  Street, 
London,  is  not  so  much  the  fact  that  he  has  chalked  up  a  first,  as  he 
undoubtedly  has,  but  that  it  is,  in  the  field  of  Graphics,  precisely 
where  Russian  artists  are  doing  their  finest  and  most  original  work. 

This  is  plainly  not  the  place  to  discuss  the  unfortunate  circum- 
stances underlying  the  disappointment  often  expressed  in  London 
over  such  works  by  living  Russian  painters  and  sculptors  as  the 
West  has  been  allowed  to  see.  Rather  we  can  rejoice  at  the 
vitality  and  charm  evident  in  these.  There  are  works  by  twenty- 
two  Russian  graphic  artists,  all  of  whom  are  members  of  the 
Leningrad  Experimental  Graphics  Laboratory,  and  they  display 
not  only  a  delightful  freshness  but  a  complete  awareness  of  those 
mainstreams  which  are  our  common  development  in  the  arts,  and 
which  many  feared  were  in  Russia  abandoned  or  denied.  This 
exhibition,  too,  is  rather  more  in  the  nature  of  being  a  promising 
beginning  than  a  successful  conclusion,  for  one  learns  that  the 
Grosvenor  Gallery  plans  a  similar  exhibition  in  the  autumn  of  the 
work  of  several  Moscow  graphic  artists.  At  the  same  time,  such  is 
the  Russian  enthusiasm  that  their  cultural  authorities  have  invited 
Mr.  Estorick  to  return  the  compliment  by  mounting  a  selling 
exhibition  in  Moscow  of  the  work  of  British  graphic  artists. 

Looking  first  at  the  Leningrad  prints  one  is  struck  by  the  high 
quality  of  the  best  of  them.  Here  is  an  astonishing  technical  skill 
blended  with  the  immediacy  of  pure  creative  work.  There  are 
perhaps  three  artists  that  must  be  singled  out  as  quite  outstanding 
among  them  and  whose  work  is  virtually  unknown  outside 
Russia.  Since  their  work  is  now  before  us,  there  is  no  further 
reason  to  wonder  why  these  artists  are  so  highly  esteemed  in  their 
native  country. 


One  of  these  is  59-year-old  Anatoli  Kaplan,  originally  from 
Rogachevo,  and  now  a  leading  light  in  the  very  creative  work  of 
the  Leningrad  laboratories.  It  is  no  coincidence  that  his  work  is  in 
some  places  strongly  reminiscent  of  Chagall,  since  they  both  come 
of  Russian  Jewish  parentage.  But  where  in  Chagall  the  idylls  of 
childhood  have  often  become  an  abstracted  dream  on  canvas, 
Kaplan  turns  back  into  those  dimly-lit  interiors,  the  figures  casting 
a  soft  shadow  beneath  a  waning  moon,  and  creates  with  loving 
care  and  composition  the  tenderest  reverie  of  all,  and  I  have  meant 
no  play  on  words.  Here  are  pictures  of  quite  arresting  beauty. 

Where  Kaplan  uses  strong  light  and  shade,  his  colleague, 
58-year-old  Boris  Ermolaev,  demonstrates  the  brilliant  use  of 
colour  in  his  compositions.  The  effect  he  brings  to  a  scene  of 
peasants  at  their  harvesting,  to  a  packed  football  stadium,  to  a 
simple  vase  of  tulips  before  an  open  window,  is  one  of  light  and 
life,  a  pervading  sense  of  their  intermingling  there  upon  the 
surface  of  the  paper. 

In  Alexander  Vedernikov,  the  third  of  these  artists  deserving 
special  mention,  the  very  strength  of  line,  colour  and  composition 
in  his  work  renders  it  almost  inevitable  that  at  times  his  lithographs 
should  strongly  resemble  the  work  of  Henri  Matisse.  Nor  does 
Vedernikov  suffer  much  from  the  comparison,  because  each 
picture  is  most  plainly  a  personal  statement  by  him,  and  untouched 
by  the  tedium  of  imitation. 

It  was  only  glancing  through  some  short  biographical  notes 
supplied  for  this  present  exhibition  that  my  eye  was  led  to  the  last 
sentence.  It  ran :  'He  would  like  to  be  young  and  achieve  a  lot . 

Already,  as  a  direct  result  of  this  exhibition,  I  learn  that  many  of 
his  works  and  those  of  his  colleagues  have  been  acquired  by  the 
Museum  of  Modern  Art,  New  York,  and  the  Cincinatti  Art 
Museum,  both  of  which  are  well-known  for  possessing  print 
collections  which  rank  among  the  finest  in  the  world.  This,  and 
the  very  wide  interest  now  being  expressed  in  this  exhibition, 
points  to  an  achievement  of  which  they  can  be  justly  proud.  And 
who  can  say  that  any  other  tribute  to  the  work  of  the  Leningrad 
lithographers  could  do  as  much  to  lighten  their  years? 
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I.  Alexander  Vedernikov.  Still-Life  with  Fruit  and  Flowers.  2.  Anatoli 
Kaplan.  Young  Girl.  3.  Kaplan.  The  Lovers.  4.  Boris  Ermolaev.  The 
Football  Match.  5.  Irina  Maslenikova.  The  Bridge.  6.  Vedernikov. 
Leningrad  Winter.  5 


Son  et  Lumiere  and  an  English  Church 


ENGLAND  today  is  said  to  be  a  model  welfare  state.  Yet  it 
is  the  effigies,  tombs  and  chapels  contained  in  her  great 
cathedrals  and  unique  parish  churches  that  stand  as  permanent 
reminders  of  the  distinguished  names  and  notable  lives  of  those 
who  originally  laid  the  foundations  of  English  history.  These 
memorials  are  a  constant  source  of  wonderment  to  visitors  from 
overseas;  for  whilst  Canterbury  can  show  them  the  splendid 
alabaster  effigy  of  Henry  IV  (1405),  or  Gloucester  the  sensitive 
face  of  Edward  II,  at  St.  Brandon's  church,  Brancepeth,  Co. 
Durham,  for  example,  is  an  equally  beautifully  executed  military 
effigy  figure  of  Ralph  Neville,  2nd  Earl  of  Westmorland  (1484) 
in  wood.  And  if  heraldry  can  be  studied  at  Beverley  Minster  on 
the  fourteenth-century  tomb  of  Lady  Eleanor  Percy,  fifteenth- 
century  costume  can  be  seen  to  special  advantage  at  Swinbrook, 
Oxfordshire,  in  a  fine  brass  to  John  Croston  and  his  three  wives 
(1470).  English  church  monuments  are,  in  short,  permanent  and 
instructive  records  of  sculpture,  metalwork,  costume  and  armour 
and  are  indicative  of  the  glories  and  tragedies  of  the  families 
represented.  We  are  enabled  to  visualise  the  achievements  and 
religious  aspirations  of  those  whose  lives  are  thus  recorded. 

Although  considerably  later  in  date  than  the  examples  already 
referred  to,  an  outstanding  church  monument  stands  in  the 
Knollys  Chapel  on  the  north  side  of  the  little  Early  English  church 
at  Rotherfield  Greys  (3  miles  west  of  Henley-on-Thames), 
Oxfordshire.  In  it  is  contained  the  magnificent  monument  seen  on 
the  opposite  page,  which  William,  Lord  Knollys  of  Rotherfield, 
afterwards  Earl  of  Banbury,  erected  in  1605-6  to  the  memory  of 
his  father,  Sir  Francis  Knollys.  This  memorial  to  the  romance  and 
the  pageantry  of  a  great  period  in  English  history,  and  in  particu- 
lar to  the  lives  of  those  represented  in  it,  has  recently,  like  many 
another  testimony  to  English  craftsmanship,  been  restored  to  some 
of  its  original  decorative  splendour.  It  is  to  raise  funds  for  the 
payment  of  the  charges  for  this  costly  work  and  for  the  further 
restoration  of  the  chapel,  that  son  et  lumiere,  now  so  fashionable 
in  Britain,  is  to  be  harnessed. 


From  June  28  to  July  8  in  the  beautiful  grounds  of  Greys  Court, 
the  home  of  Sir  Felix  and  Lady  Brumaer,  a  performance  (each 
evening  art  10  p.m.,  grounds  open  at  7-30  p.m.)  of  This  Tower  my 
Prison  will  be  held.  The  story  will  be  told  by  Pamela  Brown  as 
Frances  Howard,  Countess  of  Somerset,  and  Stephen  Murray  as 
Robert  Carr,  Earl  of  Somerset.  The  script  is  by  Robert  Gittings, 
music  by  Denis  Matthews,  the  production  by  Christopher  Ede. 
The  story  relates  the  romantic  marriage  in  the  reign  of  James  I  of 
Robert  Carr  and  Frances  Howard,  both  of  whom  were  confined 
together  at  Greys  Court  for  suspected  complicity  in  the  poisoning 
of  Sir  Thomas  Overbury,  who  died  in  the  Tower  of  London  in 
161 3.  Greys  Court  dates  back  to  the  thirteenth  century,  when 
Robert  de  Grey  obtained  it  from  his  brother  Walter,  Archbishop 
of  York.  Full  particulars  of  the  son  et  lumiere  performances  can 
be  obtained  from:  The  Secretary,  Greys  Court  Productions, 
Henley-on-Thames,  Oxfordshire. 

Fortunately  a  good  deal  of  the  original  colour  of  the  Knollys 
monument  has  been  retained,  particularly  in  the  kneeling  figures 
of  the  Earl  of  Banbury  and  his  first  wife  on  the  upper  staging, 
and  the  recumbent  figures  of  Sir  Francis  Knollys  and  his  wife 
(a  sister  of  Anne  Boleyn)  below.  The  kneeling  figures  of 
sons  and  daughters  had,  however,  lost  much  of  their  original 
colour. 

As  has  been  pointed  out  by  Professor  Tristram,  the  Knollys 
tomb  is  exceptional  in  the  variety  of  its  historical  associations  and 
heraldic  achievements.  William,  Earl  of  Banbury,  was  one  of  the 
twelve  knights  at  Sir  Philip  Sidney's  funeral.  He  served  Queen 
Elizabeth  I,  whom  he  entertained  at  Caversham,  near  Reading, 
and  also  James  I  and  Charles  I.  His  father,  Sir  Francis  Knollys, 
entered  Court  in  the  last  years  of  the  reign  of  Henry  VIII.  Created 
a  Knight  of  the  Garter  in  1593,  he  filled  the  offices  of  Treasurer 
of  the  Household,  Treasurer  of  the  Chamber,  Captain  of  the 
Guard,  and  Vice-Chamberlain.  He  died  on  19th  July,  1596,  aged 
82  and  was  buried  at  Rotherfield  Greys  on  18th  August  of  the 
same  year. — L.G.G.R. 


272 


William  Ware.  Industrial  Landscape  (1959).  Canvas,  28  X  35  inches. 

In  the  collection  of  Mrs.  E.  K.  Stewart-Smith. 
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William  Ware  goes  his  own  Way 


THE  exhibition  of  landscapes  and  other  paintings  by  William 
Ware,  which  opens  at  his  Fulham  studio  (8a  Nctherton 
Grove)  on  May  25th  will  prove  of  considerable  interest  to  collec- 
tors and  admirers  of  this  artist's  work. 

Nowadays  romantic  backgrounds  sometimes  create  reputa- 
tions out  of  somewhat  flimsy  material.  Nevertheless,  there  are 
instances  where  unusual  circumstances  have  obviously  played  an 
important  part  in  the  development  of  latent  ability.  This  factor 
has,  in  Ware's  case,  a  special  significance;  particularly  in  relation 
to  his  landscape  painting. 

At  the  age  of  three  his  back  was  broken  by  a  fall  from  a  ladder, 
and  from  that  time  until  his  sixteenth  birthday,  he  lay  in  various 
hospitals,  completely  immobilized.  The  development  of  tubercu- 
losis in  the  broken  spine  necessitated  a  long  series  of  operations, 
none  of  which  proved  successful,  until  an  entirely  new  method  of 
surgical  intervention  effected  a  miraculous  cure. 

The  accrued  effects  of  this  period  of  comparative  isolation  arc 
difficult  to  calculate.  At  a  time  when  his  adolescent  mind  was 
most  susceptible  to  environment,  this  young  man's  only  concep- 
tion of  the  external  world  was  gleaned  from  glimpses  of  the 
countryside  beyond  a  hospital  window.  But  at  the  age  of  nine  he 
expressed  the  wish  to  paint,  and  was  supplied  with  materials.  As 
an  'incurable'  he  had  been  allowed  to  remain  totally  illiterate, 
which  meant  that  his  first  approach  to  any  method  of  self- 
expression  was  free  from  the  influences  common  to  the  experience 
of  most  artists.  Perhaps  the  desire  for  some  form  of  communica- 
tion other  than  speech,  arose  partly  from  the  nature  of  his 
circumstances. 

Ware  confesses  to  a  multiplicity  of  influences.  It  is  perhaps  not 
the  least  of  his  achievements  that  conditions  which  might  have 
produced  a  permanent  sense  of  insecurity  and  maladjustment, 
have  only  increased  his  appreciation  of  all  natural  phenomena. 

Returning  home  at  the  age  of  sixteen  his  reactions  were  akin  to 
those  of  a  blind  man  suddenly  regaining  his  eyesight,  and  he  tells 
of  how  the  green  of  the  countryside,  the  watery  mystery  of 
the  river  and  the  brilliant  lights,  impressed  themselves  indelibly 
on  his  imagination.  It  is  therefore  not  surprising  that  their 
varying  aspects  have  provided  recurring  themes  for  much  of  his 
painting. 

At  seventeen,  with  no  recognised  schooling  behind  him  and 
without  financial  support,  he  set  about  the  dual  task  of  becoming 


a  professional  painter  and  at  the  same  time  providing  himself  with 
an  adequate  education.  From  Putney  Art  School  he  obtained  a 
scholarship  to  Richmond  Art  School,  where  he  studied  for  a 
Board  of  Education  diploma.  Until  1938  it  was  his  aim  to  become 
a  teacher  at  the  Royal  College  of  Art.  Unsettled  conditions  fol- 
lowing Munich  caused  him  to  abandon  this  objective  and  go  for  a 
time  into  commercial  art.  Married  in  1939  to  Eileen  Aldridge,  the 
young  couple  lived  precariously.  Rejection  for  military  service 
left  him  free  to  continue  his  painting,  but,  in  addition,  he  worked 
on  the  production  of  optical  components. 

The  London  'blitz'  provided  subjects  for  a  series  of  canvases, 
many  of  which  were  painted  from  the  roof  of  his  studio.  As  he 
was  a  recognised  war  artist  a  number  of  his  works  were  officially 
acquired.  They  reveal  a  strong  sense  of  tonal  values  and  a  tech- 
nique that  portrays  the  dramatic  and  at  the  same  time  sombre 
character  of  the  subjects. 

In  the  early  post-war  years  Ware  realized  that,  for  those  who 
are  not  prepared  to  conform  to  what  is  fashionable,  art  is  a  hazard- 
ous livelihood.  The  establishment  of  a  small  gallery  in  Fulham 
Road  has  enabled  him  to  go  his  own  way. 

Recognition  has  been  gained  steadily.  In  1955  the  Greek  ship- 
owner, John  Goulandris,  commissioned  him  to  paint  the  mural 
decorations  for  a  new  flagship  T.S.S.  Olympia,  sending  him  on  a 
preliminary  tour  of  the  Mediterranean  to  gather  material  for  the 
work.  More  recently  he  went  to  Hamburg  to  execute  a  similar 
commission.  Ware's  work  has  sold  both  in  the  New  World  and 
all  over  Europe,  from  the  Scandinavian  countries  to  as  far  east  as 
Turkey.  It  can  also  be  seen  in  the  Commonwealth,  in  Canada, 
South  Africa,  Australia  and  New  Zealand.  The  landscapes  show 
an  acute  perception  and  sensitivity  to  atmosphere  that  no  doubt 
derives  from  the  impressions  of  early  youth.  Some  recent  exam- 
ples convey  in  a  subtle,  yet  compelling,  manner  effects  created  by 
the  introduction  of  scientific  apparatus  into  the  contemporary 
scene.  He  limits  his  portraiture,  believing  that  he  could  not  satisfy 
the  personal  whims  of  some  sitters.  A  self-portrait  painted  at 
sixteen  displays  altogether  remarkable  maturity  and  breadth  of 
treatment. 

William  Ware  does  not  subscribe  to  the  fetish  that  novelty 
provides  a  guarantee  of  intrinsic  merit.  In  this  he  is  something  of  a 
rebel  among  the  majority  of  his  contemporaries.  He  has  both  the 
will  and  ability  to  remain  independent. — P.  S-H. 
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A  Funerary 
Portrait  from 
Roman  Egypt 

Etienne  Coche  de  la  Ferte 

(Professor,  L'Ecole  de  Louvre) 

EGYPTIAN  funerary  paintings  of  the  Roman  epoch  faith- 
fully reflect  the  various  ethnographic,  artistic  and  spiritual 
tendencies  of  the  kingdom  of  the  Pharaohs  after  its  integration 
into  the  Greco-Roman  world.  These  Romano-Egyptian  'Fay- 
oum'  portraits — as  they  are  generally  known — are  painted  in 
encaustic  or  distemper  either  on  wooden  panels  or  linen  shrouds. 
Sometimes  they  bear  inscriptions  which  commemorate  the 
names  of  their  subjects,  and  thereby  reveal  a  cross  section  of  the 
population  which  practised  the  Egyptian  funerary  rites.  They 
include  Egyptians  who  had  taken  Greek  or  Hellenized  names, 
others  who  had  adopted  Latin  tria  nomitia  with  partially  Greek 
sounds,  and,  among  members  of  the  Greek  colony,  some  Egypt- 
ian names  who  were  presumably  the  children  of  mixed  marriages.1 
The  hybrid  character  of  the  population  is  clearly  reflected  in 
the  funerary  portraits  of  the  period,  including  that  in  the  collec- 
tion of  Monsieur  M.  J.  Veysset  which  is  here  published  for  the 
first  time  (No.  i).  This  interesting  work  reveals  both  Greco- 
Roman  features  and  Egyptian  imagery  in  the  pharaonic  tradition. 
Unfortunately,  its  history  is  unknown  and  the  painting  cannot  be 
attributed  to  any  particular  site,  but  there  can  be  no  doubt  about 
its  Egyptian  origin.  (I  am  most  grateful  to  Monsieur  Veysset  for 
permission  to  publish  it.) 

The  painting  originally  formed  part  of  a  linen  shroud.  It  is 
painted  in  distemper  in  a  colour  scheme  almost  entirely  limited 
to  white,  black  and  brown,  and  shows  the  defunct  as  a  handsome 
young  man  with  a  'Newgate  fringe'  beard,  staring  out  with  a 
melancholy,  far-away  gaze,  and  holding  in  his  hand  a  bunch  of 
flowers  as  a  symbol  of  immortality.  He  appears  to  be  wearing  a 
tunic  a  clavi  and  a  chlamys,  instead  of  the  wide  cloak  which  is 
sometimes  shown  in  portraits  of  this  type.  His  coiffure  and 
general  appearance  recall  Roman  portraits  of  the  time  of  Hadrian, 
and  the  work  may  safely  be  dated  to  the  second  century  A.D. 
The  physical  features  of  the  man,  his  clothes  and  the  manner  of 
painting  this  portrait  are  all  pure  Roman;  though  his  gaze  may 
perhaps  contain  some  scarcely  identifiable  expression  alien  to 
latin  rationalism  which  suggests,  if  only  very  remotely,  the 
mystical  aspirations  of  the  Near  East.  But  the  background  is  in 
striking  contrast,  for  it  is  adorned  with  funerary  images  taken 
from  the  Egyptian  repertory — Anubis  with  the  jackal's  head 
wearing  the  pshent,  shown  to  right  and  left,  Horus  in  the  form  of 
a  falcon  with  the  same  head-dress,  and  two  animals — an  ichneu- 
mon and  a  dog  which  both  form  part  of  the  'bestiary  of  the  soul' 
of  the  dead.  These  motifs  seem  to  be  somewhat  out  of  tune  with 

1  On  the  mixture  of  populations  in  Egypt  see  W.  Schubart:  'Die  Griechen  in 
Aegypten,'  in  Beihefte  zum  alien  Orient,  Leipzig  1927,  especially  p.  20  et  seq. 


1.  Egyptian  funerary  portrait  painted  on  a  linen  shroud.  2nd  century  A.D., 
69  x  51  cm.  M.  J.  Veysset  Collection. 

the  Roman  style  portrait  of  the  young  man.  Such  juxtapositions 
are  not,  however,  unusual,  and  the  work  is  by  no  means  excep- 
tional either  for  this  contrast  or  for  the  accumulation  of  funerary 
symbols  derived  from  the  civilization  of  the  Nile  valley. 

A  large  portrait  in  the  Louvre  (No.  2),  also  painted  on  linen,  is 
one  of  many  similar  works  which  displays  this  curious  mixture  of 
civilizations.2  It  is,  moreover,  almost  contemporary  with  the 
portrait  in  the  Veysset  Collection.  The  young  man  depicted  in 
it  is  also  classical  in  style  with  a  slightly  Orientalized  face  (No.  3). 
He  is  shown  standing  with  Anubis,  on  his  left,  directing  his 
attention  to  his  own  mummy,  endowed  with  the  attributes  of 
Osiris,  on  his  right.  This  scene  represents  the  progress  of  the 
human  soul  towards  divine  bliss,  at  the  moment  when  it  becomes 
Osiris  after  its  earthly  death.  In  the  background  there  are  busts  of 
Horus  and  Anubis  and  sketchy  silhouettes  of  other  souls  in 
search  of  salvation.  The  dead  man  himself  is  represented  again  in 
the  upper  left  hand  corner,  holding  a  scoop  of  water  to  refresh 
him  in  the  other  world.  Another  soul,  thirsting  for  happiness, 

2  S.  Morens:  'Das  Werden  zu  Osiris.'  in  Staatliche  Mnseen  zu  Berlin,  Forschungen- 
ntind Berichte  I,  1957,  p.  52  et  seq. 
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2.  Linen  shroud,  the  dead  man  between  Anubis  and  Osiris.  Egypt,  2nd  3.  Detail  of  No.  2. 
century  A.D.,  1  26  x  1-77  cm.  The  Louvre  (Photo  by  Giraudon). 


stoops  towards  this  scoop  but  will  never  drink  from  it — a  detail 
which  also  appears  in  the  background  of  a  portrait  in  Berlin 
(No.  4).  In  both  details  the  dead  man  wears  a  Phrygian  cap — 
very  clearly  shown  on  the  Berlin  shroud — which  induced  one 
scholar  to  suggest  a  connection  between  these  two  portraits  and 
the  Phrygian  cult  of  Atys.  This  cult  was  also  widespread  in 
Syria  and  its  influence  had  even  reached  Egypt.  It  is  known  that 
Atys  was  bewailed  by  women  during  the  days  dedicated  to 
mourning  for  him  (as  was  also  Adonis  whose  links  with  Egypt 
arc  described  by  Lucian  in  his  treatises  on  The  Syrian  Goddess  and 
pis  and  Osiris)  and  it  is  not  altogether  surprising  to  find  a  reflection 
of  this  ceremony  in  the  funerary  imagery  of  Egyptian  shrouds.3 

3  M.  Nilsson:  Geschichte  der  griechischen  Religion,  II,  p.  617.  M.  Ernest  Will  ('Lc 
Relief  cultuel  grcco-romain,'  Paris  1955,  Bibliotlu-qne  des  Ecoles  d'Athenes  et  de 
Rome,  p.  201-203)  considers  the  personages  clothed  in  the  Phrygian  or  Scythian 
style,  which  arc  found  in  Greek  funerary  monuments  such  as  the  Mausoleum  of 
Halicarnassus,  to  be  the  'male  counterpart  of  the  weepers'.  The  numerous  funerary 
Atys'  of  the  Greek  and  Roman  epochs  appear  in  a  stereotyped  formula  which 
rarely  represents  the  genuine  Phrygian  Atys.  They  should  correctly  be  called 
Oriental  servants  with  a  funerary  function.  Whatever  may  be  the  religious  nature 
of  these  representations,  I  think  they  arc  characteristic  of  the  Orientalised  Greek 
funerary  cult  and  arc  found  thus  clearly  expressed  in  the  Egyptian  works  here 
reproduced. 


Though  it  is  also  possible  that  the  figure  in  a  Phrygian  cap  is 
another  funerary  deity. 

In  the  portrait  in  the  Veysset  Collection  two  details  have  yet  to 
be  explained.  In  the  background  there  are  two  figures  of  women 
— one  crouching  (No.  5)  and  the  other  standing  (No.  6) — making 
gestures  of  despair.  The  former  appears  to  be  tearing  her  hair, 
the  latter  raising  her  arms  to  heaven.  They  have  been  associated 
with  the  'weepers'  of  the  funeral  procession,  who  followed  the 
bier  together  with  the  bereaved  and  the  musicians.  Such  figures 
often  appear  in  Greek  vase  paintings  and  among  Greek  terracotta 
statuettes.  Weeping  mourners  also  seem  to  have  played  a  part  in 
some  of  the  earlier  Roman  funerary  customs  and  are  represented 
on  an  interesting  low-relief  from  Amiternum.4  The  Latins  called 
them  praficae,  a  word  which  seems  to  have  disappeared,  with  the 
custom  itself,  during  the  period  of  the  Lower  Empire.  There  is  no 
reason  to  suppose  that  the  'weepers'  were  introduced  into  Egypt 
from  Italy;  for  they  also  played  a  part  in  the  Egyptian  rite,  in  the 
form  of  Isis,  Ncphtis  or  their  substitutes.  They  appear,  one 

4  The  fullest  examination  of  this  question  is  to  be  found  in  the  Dictionmire  des 
Antiquites  grecques  et  romaines,  by  Darembcrg,  Saglio  and  Potticr,  in  the  article 
Funus,  p.  1391  for  the  praefcae  and  fig.  3361  for  the  Amiternum  relief. 
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crouching  and  the  other  standing,  in  the  same  attitudes  as  in  the 
Veysset  portrait  on  several  Egyptian  sarcophagi  of  the  Roman 
period.  They  were  at  that  time  no  innovation,  since  they  had 
already  appeared,  for  example,  on  either  side  of  a  dead  man  on  a 
sarcophagus  in  the  necropolis  of  Der-el-Medina  (No.  7).  This 
is  a  work  which  may  certainly  be  attributed  to  the  eighteenth 
Dynasty.  Further,  still  earlier,  examples  could  no  doubt  be 
found.5 

The  same  two  hieratic  weepers  have  been  transferred  onto  the 
painting  in  the  Veysset  Collection,  but  not  without  some  trans- 
formation. Here  their  style  is  wholly  Hellenistic,  with  all  that 
word  suggests  of  human  realism  and  expressive  pathos.  The  dis- 
ordered hair,  the  arms  held  upwards,  the  draperies  treated  with 
the  naturalism  of  Roman  art,  all  combine  to  express  grief  in  spite 
of  the  curious  absence  of  facial  features.  Although  I  have  sug- 
gested that  these  figures  have  an  Egyptian  origin  (the  idea  that 
they  may  represent  the  funerary  deities,  Isis  and  Nephtis)  they  are 
far  removed  from  the  Egyptian  world  and  its  concepts.  The 
lively  sensibility  of  the  Greek  Orient  is  here  expressed.  And  as  the 
other  shrouds,  to  which  reference  has  been  made,  contain  Phry- 
gian details  and  allusions  to  the  cult  of  Atys,  it  seems  possible 
that  these  weepers  are  also  connected  with  the  rites  which  were 
practised  by  Syrian  women  in  his  honour. 

There  is,  however,  nothing  totally  alien  to  Egypt  in  the 
imagery  of  the  painting  in  the  Veysset  Collection:  except  pos- 
sibly the  general  atmosphere  of  the  portrait  and  the  treatment  of 
the  two  weepers.  It  is  interesting  to  trace  and  define  the  inter- 
mingling of  cultures  in  the  Egypt  of  the  Roman  period,  when  the 
country  was  so  subject  to  foreign  influences  (not  all  of  them 
specifically  Roman),  and  in  the  orbit  of  that  cosmopolitan  metro- 
polis, Alexandria.  Monsieur  Charles  Picard  has  recently  ex- 
amined one  aspect  of  this  subject  in  his  study  of  the  importance 
in  Egypt  of  Dionysiac  imagery  and  the  number  of  figured  monu- 
ments on  which  it  appears,  with  special  reference  to  the  Sara- 
pieion  of  Memphis;  though  we  are  still  very  ignorant  about 
Alexandria  which  was  undoubtedly  the  essential  source  of  these 
ideas.6 

The  Veysset  portrait,  with  its  strange  symbols,  seems  to 
present  a  rare  document  of  private  life.  And  it  affords  a  glimpse 
of  the  way  in  which  Oriental  Hellenism  penetrated  Egyptian 
customs  no  less  than  of  the  corruptions  which  were  introduced 
into  the  age-old  funerary  rites  and  symbols  of  the  Nile  basin 
under  the  impact  of  eastern  emotionalism  and  Greek  vivacity. 
Christianity  was  soon  to  impose  its  new  symbolism  on  Coptic 
Egypt.  As  it  penetrated  and  destroyed  what  remained  of  the 
civilization  of  the  Pharaohs,  it  found  that  the  Graeco-Roman 
civilization  had  already  prepared  the  way,  even  in  the  arcane 
realms  of  funerary  rites  and  escatology. 


4.  Detail  of  a  portrait  on  a  shroud  in  the  Berlin  Museum,  from 
Forschungennund  Berichte  (1957). 

5  and  6.  Details  of  the  portrait  in  the  Veysset  Collection. 

7.  Weepers  on  a  wooden  sarcophagus  from  Deir  el  Medineh, 
18th  Dynasty,  from  Rapport  sur  les  Fouilles  de  Deir  el  Medineh. 


5  B.  Bruyere:  Rapport  sur  les  fouilles  de  Deir  el  Medineh,  2nd  part,  La  Necropole  de 
VEst,  Cairo,  1937,  p.  33  and  fig.  1. 

6  J.  Ph.  Lauer  and  Ch.  Picard:  Les  Statues  ptolemaiques  du  Sarapieion  de  Memphis, 
Paris.  1955,  especially  p.  I94etseq. 
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Antiquaires 


A  number  of  important  art  auctions  and  Paris  in  the  Spring  focus  attention 
on  the  centre  of  the  French  art  market  and  the  works  of  art  currently 
offered  for  sale  by  some  of  its  dealers:  I  &  2.  Late  Louis  XIV  fauteuil  a 
chassis,  part  of  a  suite  in  carved  and  gilded  wood  (Andre  Mavon).  3.  Louis 
XVI  secretaire,  signed  Ohneberg  (Galerie  Opera,  Jacques  Artain).  4.  Large 
Coromandel  screen  given  to  General  Li  in  the  ninth  year  of  the  reign  (1691) 
of  Emperor  K'ang  Hsi  (C.  T.  Loo).  5.  Lacquered  commode,  with  ormolu 
mounts,  of  Louis  XV  period,  signed  M  Criard  (Rene  Weiller).  6.  A  pair  of 
Louis  XVI  marquises  (Mme  de  la  Tour).  7.  Louis  XVI  lacquer  secretaire, 
the  gilded  bronze  mounts  possibly  attributable  to  Leleu  (Galerie  Maurice 
Chalom).  8.  Louis  XV  tapestry,  The  Shepherdess  (Galerie  Roy  ale,  V. 
Benadava).  9.  Seventeenth-century  Brussels  tapestry  panel,  c.  1685,  the 
colours  blue,  green,  red  and  yellow,  size  8  ft.  6  in.  by  6  ft.  6  in.,  signed  GP 
(Gerard  Peermans)  (Galerie  Catan).  10.  Trompe  Voeil,  canvas  26  X  2l\  in., 
by  Boilly  (1761-1845)  (Galerie  Heim).  II.  Portrait  of  a  Young  Girl,  by 
Danloux  (Galerie  Abdy).  12.  Empire  period  Savonnerie  carpet,  6  m.  50 
X  7  m.,  on  a  green  ground  (Galerie  Persane).  13.  The  Danube  at  Galatz, 
by  Marquet  (Galerie  du  Cirque). 


13 
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Painter  to  Queen  Adelaide 
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The  dimensions  of  these  four  fine  paintings  of  Johnstown  Castle,  Co.  Wexford,  by  E.  T.  Parris  are:  (left  above),  each  51  x  28  ins.  (left  below),  52  x  140  ins. 
(above),  53  X  64  ins.  They  are  in  the  possession  of  Messrs.  Gooden  &  Fox,  Ltd.,  38  Bury  Street,  St.  James's,  London,  S.W.I. 


IT  is  more  than  fifty  years  since  The  Connoisseur  has  reproduced 
in  colour  the  work  of  Edmund  Thomas  Parris  (1793-1873). 
T  he  last  occasion  was  in  1902  and  1903 — in  'The  Connoisseur 
Scries  of  Historical  Costume:  Original  Studies  by  E.  T.  Parris'. 
I  Among  the  subjects  illustrated  were  his  portrait  of  Anne  of 
Denmark  after  Van  Somer  (Hampton  Court),  and  the  Empress 
Eugenie  in  her  bridal  dress  taken  from  life  at  her  marriage  to 
Louis  Napoleon  in  1853.  Judging  from  the  number  of  letters 
received  from  readers  at  that  time,  this  series  was  received  with 
marked  acclamation;  just  as  the  four  paintings  by  Parris  here 
shown  are  certain  to  be  similarly  received  today. 

Parris,  who  in  1832  was  appointed  painter  to  Queen  Adelaide, 
was  an  almost  pathological  recorder  of  historical  and  architectural 
scenes.  This  was  his  special  genre.  When  he  was  not  engaged  in 
preparing  works  for  exhibition  at  the  Royal  Academy  he  was  five 
years  in  painting  Horner's  Colosseum,  near  Regent's  Park, 
London,  and  three  years  in  'restoring'  Thornhill's  paintings  in  the 
cupola  of  St.  Paul's  Cathedral.  This  apparently  tireless,  and 
certainly  highly  conscientious  and  skilled,  worker  thereafter 
found  time  to  assist  William  Daniell,  R.  A.,  in  painting  a  panorama 
of  Madras.  He  was  also  for  a  considerable  period  very  much  a  la 
mode  as  a  fashionable  portrait  painter.  His  sitters  not  unnaturally 
included  Queen  Adelaide,  and,  following  the  appearance  of  a 


sketch  of  Queen  Victoria  visiting  Drury  Lane  in  1837,  the  Queen 
granted  him  sittings.  A  number  of  his  original  drawings  concern- 
ed with  the  latter  were  sold  at  Sothebys  in  July,  1899. 

No  doubt  it  was  Parris's  aptitude  and  popularity  at  'decorating 
the  mansions  of  the  nobility'  that  brought  him  to  Johnstown 
Castle,  Co.  Wexford,  the  subject  of  his  four  grand  paintings  here 
illustrated.  Here  his  sense  of  fancy  is  fully  and  admirably  expressed 
in  the  ladies  and  gentlemen  of  quality  engaged  in  sporting  and 
other  pursuits;  his  love  of  architecture  in  this  interesting  and 
little-known  example  of  Irish  nineteenth-century  architecture. 

Irish  architectural  history  from  1820  to  1855  is  a  badly  docu- 
mented period.  The  best  source  is  The  Dublin  Builder,  which  did 
not  appear  until  1858.  Thanks  to  information  supplied  by  Dr.  H. 
G.  Leask  of  Dublin,  the  architect  of  Johnstown  (now  an  agricul- 
tural college)  can  now  be  established  with  some  certainty.  Whilst 
it  is  not  William  Robertson  {pb.  1 85 1),  a  well-known  architect 
practising  in  Kilkenny  (a  William  Robertson  work,  very  similar 
in  detail  to  Johnstown,  is  the  small  Barton  house  at  Glcndalough, 
Annamorc,  Co.  Wicklow),  Johnstown  is  almost  certainly  largely 
the  work  of  one  Daniel  Robertson,  who  is  thought  to  have  been 
William's  brother.  Some  original  drawings  of  Johnstown,  signed 
'Daniel  Robertson'  and  dated  [836,  exist  in  the  Office  of  Public 
Works  in  Dublin.— L.G.G.R. 
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L'Arche  de  Noe,  a  gouache  (26  x  20^  in.),  by  Marc  Chagall,  painted  in  1943,  which  will  be  shown  in  an 
important  exhibition  of  this  artist's  work  at  the  O'Hana  Gallery,  13  Carlos  Place,  London,  W.i,  next  month. 
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Books  Reviewed 


LE  PEINTURE  EN  FRANCE  AU  XVIle 
SIECLE:  By  George  Isarlo.  (Paris:  La 
Bibliothequc  des  Arts,  27  N.F.  £2  2s.) 

M ISARLO  is  far  better  known  in 
•  France  than  in  England,  but  even  there 
his  rare  published  works  are  hard  to  come  by. 
His  Carauage  et  le  caravagisne  en  Europe  has 
become  a  standard  work;  it  has  been  out  of  print 
for  many  years  and  sells  at  an  enormous  premium. 
His  catalogue  of  the  work  of  the  Le  Nains  and 
their  followers,  another  essential  work  of  refer- 
ence, is  equally  unprocurable ;  like  so  many  of  his 
most  significant  writings  it  appeared  in  the 
ephemeral  form  of  a  long  article  in  a  now 
defunct  periodical.  Since  the  war  Isarlo  has 
contributed  a  long  critical  article  monthly  to  the 
lively  left-wing  French  newspaper  Combat,  a  by- 
product of  the  Resistance  Movement.  Always 
serious,  intelligent  and  immensely  well  informed, 
these  articles  (two  recent  ones  contain  some 
remarkable  critical  apercus  on  the  Poussin  exhi- 
bition) have  earned  their  author  a  certain  notor- 
iety by  the  freedom  and  pugnacity  with  which 
he  flays  the  slightest  falling  off  from  the  highest 
standards  of  integrity  by  his  fellow  art-historians. 

But  M.  Isarlo's  greatest  claim  to  recognition  is 
through  having  formed  an  outstanding  private 
hotographic  library  comparable  only  to  the 
ublic  collections  formed  by  the  late  Sir  Robert 
itt  in  London  and  Miss  Helen  Frick  in  New 
ork.  It  is  around  the  unfamiliar  material  in  this 
markablc  assemblage  of  photographs,  prints, 
xtracts  from  books,  sale  catalogues  and  news- 
apers  etc.,  that  M.  Isarlo  has  written  his  latest 
tudy  of  French  art  in  the  seventeenth  century, 
^ays  his  favourite  period. 

The  written  art-history  of  almost  any  period 
and  country  is  necessarily  focused  on  a  very 
limited  number  of  major  figures.  The  lesser  ones 
who  played  so  significant  a  role  in  the  eyes  of 
the  majority  of  their  contemporaries,  are  omitted 
or  relegated  to  short  footnotes  merely  because 
their  works  are  untraced,  unidentified  or 
destroyed.  In  a  period  notable  for  the  constant 
interplay  of  conflicting  influence  and  cross- 
currents, both  artistic  and  intellectual,  as  the 
seventeenth  century  in  France,  this  is  apt  to  dis- 
tort our  picture  of  the  period  to  an  alarming 
extent.  Thus,  much  of  the  early  part  of  the 
seventeenth  century  in  France  has  the  reputation 
of  being  artistically  barren  merely  because  no 
outstanding  artistic  figure  emerges  in  the  last 
years  of  Henri  IV's  reign.  How  false  this  idee  recue 
is  M.  Isarlo  is  able  to  demonstrate  by  producing 
lists  of  artists  and  their  works  which  have  come 
to  light  in  his  phototeque. 

Dividing  his  material  in  quite  orthodox 
fashion,  by  subject  matter  into  Realism,  Land- 
scape, Portraiture,  History  and  Religious  Paint- 
ing etc.,  he  is  able  to  illuminate  his  commentary 
with  long  lists  of  artists,  the  majority  of  whom 
are  almost  completely  unknown  even  to  close 
students  of  the  period,  but  examples  of  whose 


documented  works  he  has  generally  traced  by 
means  of  Ins  immensely  wide-ranging  photo- 
graphic collection.  The  disadvantage  of  this 
method  is  that  full  use  can  oidy  be  made  of  the 
lists  by  those  with  ready  access  to  some  great 
photographic  library.  That  is  to  say,  students  in 
London,  New  York  or,  best  of  all,  M.  Isarlo's 
own  friends  in  Paris.  The  reader,  as  he  turns  the 
pages,  is  constantly  longing  for  an  impossibly 
large  number  of  illustrations  to  the  book.  But  we 
must  be  grateful  for  the  sixty-four  excellent 
plates  which  the  publisher  has  supplied,  almost 
all  of  quite  unfamiliar  works. 

It  is  a  pleasure  to  record  that  this  book  has 
been  recently  couronnce  by  the  Academic  Francaise 
and  it  is  greatly  to  be  hoped  that  some  English 
publisher  will  be  sufficiently  enterprising  to  issue 
it  in  translation  accompanied  by  a  far  larger 
number  of  illustrations  than  we  have  here  and  for 
which  the  author  would  doubtless  be  happy  to 
provide  the  photographic  material. — FJ.B.W. 

TAPIS  SERIES  FLAM  ANDES  DU  XI  Ve 
au  XVnie  SIECLE:  By  Roger-A.  d'Hulst. 
(Brussels:  Editions  L' Arcade,  i960.  2,500 
Belgian  francs.) 

THIS  sumptuous  volume  is  an  anthology  of  the 
work  of  the  tapestry-weavers  of  Flanders,  and 
particularly  of  Brussels,  from  the  fourteenth  to 
the  eighteenth  centuries.  Sponsored  by  the 
Banque  de  Paris  et  des  Pays-Bas,  it  is  clearly  an 
enterprise  which  has  been  planned  and  executed 
with  the  utmost  care.  No  trouble  or  expense  has 
been  spared  in  making  excellent  new  photo- 
graphs, some  of  them  of  tapestries  in  relatively 
inaccessible  collections.  In  addition  to  the 
French  edition  reviewed  here,  editions  are,  or 
will  shortly  be,  available  in  English,  Dutch, 
German,  Italian  and  Spanish. 

Tapestries,  owing  to  their  large  size  and  fine 
detail,  are  particularly  difficult  subjects  for  re- 
production on  the  scale  of  the  printed  book,  even 
when  the  book,  as  here,  is  of  fairly  large  format. 
The  solution  adopted  in  the  present  instance  is 
to  restrict  the  number  of  tapestries  reproduced 
to  a  relatively  small  number  (34),  and  to  provide 
several  illustrations  of  each  on  the  largest 
possible  scale.  A  reproduction  of  the  complete 
tapestry,  generally  occupying  at  least  a  double- 
page  spread  (in  the  case  of  some  folding  plates, 
a  triple  or  quadruple  spread),  is  followed  by  a 
number  of  details,  of  up  to  actual  size,  occupying 
at  least  a  whole  page  (and  sometimes  a  double  or 
triple  spread).  This  is  an  effective  expedient 
save  that  in  the  larger  illustrations  important 
parts  of  the  design  are  apt  to  be  awkwardly 
placed  in  the  central  fold  of  the  page-opening. 
About  half  the  illustrations  are  in  colour,  which, 
while  not  perfect,  generally  gives  a  reasonably 
accurate  impression  of  the  colouristic  character 
of  the  work  reproduced.  In  fact,  this  lavish 
illustrative  apparatus  succeeds  in  conveying  a  very 


fair  impression  of  the  style  and  quality  of  most 
of  the  tapestries  shown. 

Accompanying  the  plates  is  a  detailed  account 
of  each  tapestry,  written  by  Professor  R.-A. 
d'Hulst,  while  Professor  J.  Duverger  has  con- 
tributed, by  way  of  introduction,  a  brief  general 
account  of  the  history  of  tapestry-weaving  in 
Flanders.  The  two  authors  are  occasionally  out 
of  step,  as  when  Professor  d'Hulst  dates  the 
Saragossa  Passion  tapestry  1400-25,  whereas 
Professor  Duverger  assigns  it  to  the  middle  of 
the  fifteenth  century  (pp.  XVII,  33).  There  are 
also  some  minor  errors,  as  when  Professor 
d'Hulst  repeats  the  old  nonsensical  reading  of 
the  motto  on  the  Victoria  and  Albert  Museum's 
Boar  and  Bear  Hunt  as  'Monte  le  desir'  (p.  48), 
although  he  might  easily  have  seen,  from  the 
colour  plate  on  the  preceding  page,  that  it  is,  in 
fact,  'Mout  le  desire'.  The  text  suffers,  moreover, 
from  a  certain  insensitivity  with  regard  to  the 
individual  artistic  character  of  the  tapestries 
discussed.  For  example,  Professor  d'Hulst  is 
capable  of  describing  a  design  of  quite  extra- 
ordinary, almost  morbid,  psychological  tension 
as  'une  scene  charmante  se  dcroulant  dans  un 
cadre  rustique'  (p.  112).  In  general,  however,  he 
has  provided  a  sound  and  very  readable  com- 
mentary, especially  with  reference  to  historical 
and  iconographical  aspects. 

None  the  less,  the  primary  reason  for  the 
existence  of  this  book  is  not  so  much  its  text  as 
its  illustrations.  These  are  an  excellent  selection. 
They  exemplify  the  very  finest  work  of  each 
period.  They  reveal  the  importance  of  the  great 
patrons,  the  Burgundian  Dukes  in  the  fifteenth 
century,  the  Imperial  and  Spanish  Royal  Houses 
in  the  sixteenth  and  seventeenth.  They  suggest 
something  of  the  role  of  the  master-weavers, 
virtuosi  directing  their  orchestras  of  specialist 
craftsmen.  They  show  the  work  and  influence  of 
the  major  designers — Van  der  Weyden,  Raphael, 
Van  Orley,  Rubens,  Jordaens,  Le  Brun — as  well 
as  of  lesser  figures.  Above  all  they  provide  an 
admirable  record  of  some  superb,  and  too  often 
neglected,  works  of  art. 

Unhappily  the  price  of  the  book  is  likely  to 
put  it  beyond  the  range  of  all  but  a  very  few 
private  purses. — D.K. 

STUDIES  IN  THE  FLORENTINE 
CHURCHES:  PART  I.  PRE-RENAIS- 
SANCE  PERIOD:  By  Evelyn  Sandberg- 
Vavala  (Florence:  Leo  S.  Olschki,  2,000  lire 
net). 

MRS.  SANDBERG-VAVALA'S  name  is  well 
known  to  all  students  of  thirteenth-  and  four- 
teenth-century Italian  painting:  La  Pittura 
Veronese  del  Trecento  e  del  Quattrocento  (1926)  and 
La  croce  dipinta  italiana  (1929)  are  works  of  per- 
manent value  to  students  (the  latter  is,  indeed,  a 
classic)  while  her  two  little  handbooks,  Uffizi 
Studies  and  Sienese  Studies  are  the  best  available 
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introductions  to  the  Florentine  and  Sienesc 
schools.  The  appearance  of  a  new  book  from  her 
hand  is  therefore  a  notable  event.  Devoted  to 
paintings  of  the  prc-Renaissance  period  in 
Florentine  churches  it  is  primarily  intended  to 
supplement  Uffizi  Stodies,  though  it  may  profit- 
ably be  read  on  its  own.  Like  its  predecessors  it 
has  been  produced  in  a  convenient  format 
so  that  it  may  be  used  in  front  of  the  paintings 
mentioned.  The  book  is  illustrated  with  47 
photographs;  there  are  indexes  of  names  and 
places. 

The  book  opens  with  a  succinct  account  of  the 
Florentine  dnecento  with  special  reference  to  the 
Madonna  and  Child  from  the  workshop  of  Coppc 
di  Marcovaldo,  in  Santa  Maria  Maggiore,  the 
St.  Francis  in  Santa  Croce  and  the  Madonna  and 
Child  in  San  Remigio.  To  the  painted  crosses  of 
the  thirteenth  and  fourteenth  centuries  a  fascina- 
ting chapter  is  devoted.  The  next  chapter  is  given 
to  the  frescoes  by  Giotto  in  Santa  Croce  which 
are  related  to  the  cycle  in  the  Arena  Chapel  at 
Padua  and  to  those  in  the  upper  church  at  Assisi, 
which  Mrs.  Sandberg-Vavala  is  inclined  to  re- 
tain in  Giotto's  oeuvre  (her  brief  account  of  the 
pros  and  cons  for  the  attribution  of  the  Assisi 
frescoes  to  Giotto  is  a  masterpiece  of  condensa- 
tion). The  next  chapters  are  devoted  to  Giotto's 
contemporaries  and  followers — works  like  the 
Baroncelli  altarpiece  which  have  sometimes 
been  ascribed  to  the  master  himself,  paintings  by 
the  Cecilia  Master  and  Pacino  di  Buonaguida.  A 
chapter  follows  on  Taddeo  Gaddi  and  Bernardo 
Daddi  of  whom  she  remarks  with  characteristic 
clarity  and  perception:  'He  is  not  a  master  of 
prime  rank.  He  is  not  even  a  great  innovator  or 
teacher,  or  even  a  real  poet,  but  his  work  is 
tender,  delicate  and  lyrical,  and  in  its  felicitous 
borrowings  from  Sienese  inspiration,  he  sets  up  a 
standard  of  sweetness,  which  was  needed  in  his 
day  in  Florence  and  which  will  not  find  many  to 
carry  it  on  in  the  decades  which  intervene  bet- 
ween his  death  and  the  coming  of  the  Internation- 
al Gothic  around  1400'. 

Mrs.  Sandberg-Vavala  next  passes  to  Maso  di 
Banco,  laying  great  stress  on  the  importance  of 
the  Miracle  of  St.  Sylvester  in  his  Santa  Croce 
cycle.  Orcagna  and  his  brothers,  Giovanni  da 
Milano,  Andrea  da  Firenze,  Angelo  Gaddi, 
Spinello  Aretino  and  Niccolo  di  Pietro  Gerini 
are  then  considered  in  turn  and  the  book  ends 
with  a  stimulating  account  of  Lorenzo  Monaco. 
In  the  course  of  these  chapters  she  traces  the  pro- 
gress of  Florentine  painting  from  Giotto,  through 
its  Gothic  phase  up  to  the  moment  when  Masac- 
cio  began  to  paint  the  Brancacci  chapel.  Not 
content  with  a  dry  historical  account,  however, 
she  makes  numerous  observations  on  the  relative 
artistic  quality  and  the  peculiar  excellences  of  the 
various  works  she  discusses,  mentioning,  for 
instance,  the  sensitivity  of  the  hands  in  Orcagna's 
Santa  Maria  Novella  polyptich,  or  pointing  out 
the  liveliness  of  the  dog  (a  worthy  ancestor  of 
those  to  be  drawn  a  century  later  by  Pisanello)  in 
one  of  Giovanni  da  Milano's  Santa  Croce 
frescoes. 

Writing  of  Spinello  Aretino's  frescoes  in  San 
Miniato    al    Monte,    Mrs.  Sandberg-Vavala 
remarks:  'Taken  as  a  whole,  the  cycle  does  not 
compare  in  importance  with  those  we  have 
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studied  in  the  Spanish  chapel  and  the  choir  of 
Santa  Croce ;  but  it  is  a  pleasant  and  lovable  per- 
formance well  worthy  of  attention'.  In  this  sen- 
tence lies  the  key  to  the  success  of  this  and  of  Mrs. 
Sandberg-Vavala's  earlier  books.  Written  with 
as  much  love  as  erudition  it  conveys  her  own 
enthusiasm  for  the  subject.  For  those  who  are 
already  familiar  with  the  Florentine  churches, 
this  book  will  recall  many  a  morning  passed  in 
Santa  Croce,  Santo  Spirito  and  Santa  Maria 
Novella.  Others  will  find  it  a  singularly  tempting 
invitation  to  spend  a  few  weeks  in  Florence 
studying  paintings  in  churches  and  galleries,  with 
occasional  expeditions  into  the  hills  around  the 
city  or  journeys  to  Pescia,  Pistoia  and  Assisi : 
there  arc  few  things  in  life  more  agreeable  and 
more  worth  while. — H.H. 

ART  IN  NIGERIA  i960:  By  Ulli  Beier.  (Cam- 
bridge University  Press  in  collaboration  with 
the  Information  Division,  Ministry  of  Home 
Affairs,  Ibadan,  Nigeria;  18s.  6d.  net.  Paper 
edition,  10s.  6d.)  , 

MR.  BEIER  had  spent  ten  years  in  Nigeria  when 
he  wrote  this  book,  and  it  is  clear  that  during 
that  time  he  surveyed  all  aspects  of  art  in  the 
country  with  the  greatest  sympathy.  The  result 
of  his  interest  is  an  exceptionally  lucid  and  forth- 
right account  of  the  various  problems  that  face 
artists  and  patrons  in  a  rapidly  developing 
African  country,  and  it  was  an  excellent  idea  to 
publish  this  book,  which  includes  a  wide  selection 
of  illustrations,  during  the  course  of  the  year  in 
which  Nigeria  attained  independence. 

Mr.  Beier  emphasises  the  essential  part  played 
by  traditional  tribal  art  in  the  life  of  the  com- 
munity, and  makes  it  quite  clear  that  the  Western 
anxiety  to  preserve  the  masterpieces  produced  by 
artists  long  dead  must  seem  very  strange  to  the 
ordinary  African.  'The  traditional  African  atti- 
tude to  art'  he  writes,  'seems  so  much  more 
enlightened  than  ours:  we  fuss  about  the  finished 
object.  To  the  African  the  act  of  creation  is  the 
important  thing.  The  act  of  creation  is  a  sacred 
service  rendered  to  the  god.  If  the  object  is 
attacked  by  white  ants,  no  attempt  is  made  to 
preserve  it,  because  when  it  is  destroyed  a  new 
one  must  simply  be  made.  It  is  an  attitude  that 
keeps  the  art  alive,  instead  of  prolonging  the  life 
of  the  object'.  And  yet  social  and  political  chan- 
ges have  resulted  in  a  remarkable  decline  in 
traditional  art,  particularly  among  the  carvers,  so 
that  'traditional  craftsmen  are  now  reduced  to 
making  brass  buttons  for  police  uniforms',  while 
much  of  their  livelihood  comes  from  the  tourist 
trade. 

More  encouraging,  however,  is  the  fact  that 
there  is  a  growing  number  of  contemporary 
Nigerian  artists,  members  of  the  new  middle 
classes,  who,  though  certainly  influenced  by  the 
impact  of  Western  ideas,  are  developing  a  school 
of  painting  and  sculpture  in  sympathy  with  the 
new  era  of  their  country's  history.  The  most 
successful  and  influential  member  of  this  group 
is,  of  course,  Ben  Enwonwu,  whose  pioneering 
work  has  made  him,  perhaps,  too  dominating 
a  figurehead  in  the  movement.  Some  of  these 
'modern'  young  artists  can  express  themselves  in 
cement  sculpture,  a  new  art  form  which  has 


developed  during  the  last  thirty  years  under  the 
patronage  of  the  native  middle  classes,  and  about 
which  Mr.  Beier  writes  with  great  enthusiasm. 
He  also  discusses  the  beginnings  of  a  Christian 
art  in  Nigeria,  in  which  he  sees  hope  for  keeping 
alive  traditional  wood  carving  as  a  craft.  In  the 
field  of  commercial  advertising  Mr.  Beier  sees 
further  scope  for  patronage  of  some  of  Nigeria's 
artists  and  craftsmen. 

The  discussion  of  the  work  of  European  archi- 
tects in  Nigeria  is  a  somewhat  critical  one,  and 
Mr.  Beier  feels  that  there  should  have  been 
greater  assimilation  of  traditional  African  archi- 
tecture in  the  functional  modern  buildings  de- 
signed by  foreign  architects  such  as  Maxwell 
Fry.  However,  several  European  architects  have 
apparently  made  interesting  experiments  in 
giving  work  to  native  artists,  especially  carvers, 
in  the  decoration  of  their  buildings. 

'Few  European  artists  live  in  Nigeria',  and 
little  seems  to  have  been  done  to  enable  the 
Nigerian  public  to  see  examples  of  modern 
Western  art.  Mr.  B«ier  claims  that  his  wife, 
Susanne  Wenger,  has  so  far  been  the  only  Euro- 
pean artist  to  'become  completely  absorbed  into 
Nigerian  life'.  For  nine  years  she  has  lived  in  a 
Yoruba  village,  where  she  has  done  much  to 
'bring  art  back  into  life'.  Mr.  Beier  fears  that  her 
example  and  work  may  prove  fruitless  unless  the 
Nigerian  authorities  do  more  to  give  art  a  proper 
place  in  their  educational  programme.  At  present, 
apparently,  the  attitude  is  that  art  is  a  luxury 
which  this  'young  and  growing  country  .  .  . 
cannot  afford  yet'.  It  is  to  be  hoped  that  in  the 
near  future  Mr.  Beier's  forceful  plea  for  the  vital 
place  that  art  can  play  in  Nigeria  today  will 
have  good  effect. — L.H. 

ENGLISH  DECORATIVE  IRONWORK 
FROM  CONTEMPORARY  SOURCE 
BOOKS.  1610-1836:  By  John  Harris.  154 
plates.  (London:  Tiranti  £2  2s.  net.) 

THIS  book  reproduces  some  hundreds  of  designs 
for  wrought  and  cast  ironwork,  mostly  taken 
from  printed  pattern  books  published  in  London 
in  the  late  seventeenth,  eighteenth  and  early 
nineteenth  centuries,  but  including  a  few  draw- 
ings of  earlier  date.  The  great  importance  of  the 
pattern  book  has  long  been  recognised  in  the 
development  of  English  furniture  design  but  the 
extent  to  which  craftsmen  in  other  branches  of 
the  applied  arts  relied  on  the  pattern  book  is  a 
subject  which  still  requires  investigation.  There 
seems  little  doubt  that,  just  as  the  painter  of 
large  scale  ceiling  decorations  of  classical  deities 
had  to  consult  a  classical  scholar  to  make  sure 
that  his  intended  design  did  in  fact  conform  to 
classical  mythology,  so  also  the  blacksmith,  who 
was  asked  to  produce  a  design  that  differed  in 
any  way  from  the  traditional  forms,  had  to 
seek  inspiration  and  example  from  the  pattern 
books.  These  pattern  books  usually  claimed  to 
be  new,  but  in  fact  they  often  represented  wor 
that  had  already  been  executed,  sometimes 
considerable  time  before.  In  other  cases,  the 
consisted  of  designs  lifted  without  acknowledg 
ment  from  other  sources.  Batty  Langley,  som 
of  whose  furniture  designs  have  been  shown  t 
have  been  taken  from  French  and  Ger 
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sources,  offended  again  in  the  ironwork  designs 
in  his  Ancient  Masonry,  published  in  1736,  all  of 
which  were  copied  from  the  work  of  the  Nurem- 
berg engraver,  J.  J.  Schubler.  Another  English 
pattern  book,  J.  Jores'  New  Book  of  Ironwork,  con- 
tained twelve  plates  copied  from  a  French 
■puree.  It  is  interesting  to  note  that  these  pirated 
versions  of  pattern  books  first  published  abroad 
seem  to  have  had  little  or  no  influence  in  Eng- 
land. 

The  great  revival  of  English  ironwork,  which 
Sates  from  the  late  seventeenth  century  was  due 
to  the  work  of  the  French  blacksmith,  Jean  Tijou, 
who  executed  at  Hampton  Court  and  in  the 
greater  English  country  houses  designs  that 
would  not  have  been  unworthy  of  Versailles.  He 
did  not  remain  in  England  but  left  a  magnificent 
pattern  book  which  was  probably  partly  respon- 
sible for  the  excellence  of  the  designs  of  English 
provincial  smiths  of  the  early  eighteenth  century 
such  as  Robert  Bakewell  and  Robert  and  John 
Davies.  This  book  includes  a  useful  essay  of  some 
ten  pages  in  length  on  English  ironwork,  and 
covers  thoroughly  the  field  of  printed  pattern 
books.  The  author  makes  the  interesting  point 
that  cast  ironwork  was  used  by  Sir  Christopher 
Wren  for  the  railings  around  St.  Paul's  Cathedral 
as  early  as  17 14,  and  that  by  the  mid-century  it 
was  the  accepted  medium  for  railings  and  bal- 
conies. In  interior  work,  such  as  staircase  balus- 
trades, wrought  iron  remained  in  use  until  the 
late  eighteenth  century. — J.F.H. 

HIROSHIGE:  By  Walter  Exner.  With  an 
introduction  by  Werner  Speiser.  Translated  by 
Marguerite  Kay.  (London:  Mcthuen  &  Co. 
63s.  net.) 

HIROSHIGE  is  unquestionably  the  most  popular 
of  all  the  Japaneseprint  artists.  Hokusai,  Utamaro, 
Kiyonaga  and  Sharaku  are  admitted  on  all  sides 
to  be  greater  artists  than  Hiroshige,  but  none  of 
them  has  quite  won  the  affection,  the  almost 
sentimental  veneration,  that  Hiroshige  has  inspir- 
ed. His  effects  of  silvery  moonlight  and  dazzling 
snow,  so  exquisitely  interpreted  by  the  colour- 
printers,  have  had  a  spontaneous  appeal  to 
people  to  whom  the  true  art  of  the  east  remains 
incomprehensible,  and  his  prints  of  birds  and 
flowers,  so  near  to  a  naturalism  as  easily  assimil- 
able as  that  of  Redoute's  'Roses',  are  enjoyed  by 
those  who  may  be  cold  to  the  especial  majesty  of 
Hokusai's  'Lilies'. 

This  latest  book  on  the  artist  is  a  small  anthol- 
ogy of  fine  reproductions,  some,  like  the  moon- 
light 'Miyanokoshi'  and  the  snow-piece  'Kameido 
Temple',  among  the  best-known  of  his  prints, 
others,  from  such  sets  as  the  'Fishes',  which  have 
rarely  been  the  subject  of  good  colour  reproduct- 
ion. 

It  is  obvious  that  44  plates  can  give  only  a 
slight  idea  of  the  scope  of  the  work  performed  by 
an  artist  who  is  reputed  to  have  designed 
upwards  of  8,000  prints,  but  even  so,  they  are 
sufficient  to  bring  home  the  'inner  serenity  that 
characterises  all  his  work'.  The  smaller,  post-card 
size  plates  are  pretty  but  insignificant,  and  I  feel 
sure  many  would  gladly  have  sacrificed  these 
miniatures  for  a  slight  increase  in  the  number  of 
larger  plates. 


Mr.  Exner's  text  does  not  add  anything  to 
what  has  already  been  told  about  the  artist  in  a 
number  of  monographs — the  best  is  still  that  of 
E.  F.  Strange  which  appeared  in  1925 — but  it  is  a 
pleasantly  enthusiastic  essay  with  chapters  on  the 
artist's  life,  extracts  from  his  travel  diary,  and  a 
discussion  on  the  Tokaido,  the  great  East-Sea- 
Way  between  Edo  and  Kyoto  which  provided 
the  topographical  material  for  many  hundreds  of 
the  artist's  prints.  More  should  have  been  made 
perhaps,  even  within  the  very  prescribed  limits 
of  the  short  letterpress,  of  the  great  degree  to 
which  Hiroshige  relied  on  the  co-operation  of 
the  block-cutters  and  colour-printers.  Without 
their  incredible  skill  and  finesse,  his  designs 
would  often  fall  below  mediocrity.  It  can  safely 
be  said  that  he,  of  all  the  major  designers, 
depended  most  on  the  colour-print  technique, 
and  hence  he  can  only  properly  be  judged  by 
fine,  early  impressions. 

This  is  not  a  book  for  the  collector  or  the 
serious  student  of  Japanese  prints,  but  eminently 
one  to  whet  the  interest  of  that  growing  number 
of  people  who  are  open-minded  to  fine  art 
whatever  the  medium,  and  whatever  the 
country  of  origin. — J.H. 

ICONS:  Introduced  and  edited  by  Tamara 
Talbot  Rice.  (London:  Batchworth  Press, 
i960.  63s.  net.) 

THIS  is  a  handsome  volume,  with  an  introduc- 
tion and  notes  in  English,  French  and  German, 
reproducing  sixty-five  coloured  plates  taken 
from  the  first  volume  of  N.  P.  Kondakov's 
celebrated  work,  The  Russian  Icon,  originally 
published  in  Prague  in  1928.  The  editor  omits  to 
mention  the  origin  of  the  plates,  although  she 
writes  respectfully  about  Kondakov  in  the 
introduction. 

The  icons  reproduced  provide  valuable  mater- 
ial for  a  survey  of  Russian  religious  painting, 
showing  representative  specimens  from  the 
fourteenth  to  the  seventeenth  centuries.  Though 
these  works  are  impressive,  the  colour  printing 
is  not  so  sharp  or  luminous  in  tone  as  it  was  in  the 
original  Prague  edition.  The  editor's  introduc- 
tion provides  a  brief  description  of  the  technique 
of  icon-painting,  and  a  historical  outline  of  the 
different  schools  which  grew  up  in  Novgorod, 
Moscow  and  elsewhere  during  these  centuries. 
She  draws  attention  to  the  manner  in  which 
Russian  icon  painters  developed  their  own  local 
variants  and  styles  out  of  the  more  severe, 
hieratic  Byzantine  prototypes.  In  her  judgements 
of  artistic  quality  she  follows  Kondakov  in 
regarding  Rublcv  as  the  greatest  individual 
Russian  icon  painter,  and  she  pays  tribute  to 
Theophanes  the  Greek  and  Dionysius.  She 
endorses  the  opinion  of  most  Russian  scholars 
that  the  quality  of  icon  painting  rapidly  deterio- 
rated under  the  influence  of  West  European 
styles,  which  penetrated  Russia  with  increasing 
force  in  the  seventeenth  and  eighteenth  centur- 
ies. A  western  mastery  of  perspective  and  chiaro- 
scuro was  certainly  discouraged  by  the  icono- 
graphic  traditionalists,  but  one  sometimes  won- 
ders why  so  little  attention  is  paid  to  the  high 
artistic  qualities  of  many  beautiful  seventeenth- 
and  eighteenth-century  icons. — R.H. 


Siena 

The  City  of  the  Virgin 

TITUS  BURCKHARDT 

Combining  magnificent  colour  photographs 
and  black-and-white  illustrations  with  a 
commentary  based  on  the  most  direct  contem- 
porary evidence  and  works  of  art,  Dr  Burck- 
hardt  vividly  presents  the  city  of  Siena  as  the 
scene  of  some  of  the  most  important  develop- 
ments, in  art,  architecture,  and  civic  life,  of 
medieval  and  Renaissance  Europe.  28  colour 
photographs,  16  pp.  of  monochrome  illustrations, 
numerous  line  illustrations  50s  net 

English  Uncial 

E.  A.  LOWE 

A  collection  of  facsimiles  of  manuscripts  dating 
from  the  Golden  Age  of  Anglo-Saxon  culture. 
Most  of  the  manuscripts  reproduced  were 
written  in  Bede's  monastery  of  Wearmouth- 
Jarrow — they  include  the  oldest  and  best 
manuscript  of  The  Ecclesiastical  History  of  the 
English  People  and  the  Codex  Amiatinus.  The 
Introduction  discusses  the  origins,  develop- 
ment, and  significance  of  the  English  Uncial 
hand.  15s  net 

An  Anthology  of 
Canadian  Art 

R.  H.  HUBBARD 

This  is  a  chronological  selection,  mainly  of 
paintings,  interspersed  with  examples  of  archi- 
tecture, sculpture,  and  crafts.  While  all 
examples  are  chosen  for  their  intrinsic  quality 
and  interest,  the  collection  as  a  whole  gives  a 
strong  impression  of  Canada,  so  that  the  book's 
appeal  is  not  confined  to  its  purely  aesthetic 
qualities.  138  half-tone  plates,  several  in  colour 

44s  net 

Katsura 

Tradition  and  Creation  in  Japanese 
Architecture  with  an  Introductory 
Essay  by  Walter  Gropius 

Text  by  kenzo  t an ge,  photographs  by 

YASUHIRO  ISHIMOTO 

Translated  from  the  Japanese  by 

CHARLES  S.  TERRY 

The  world-famous  Katsura  Palace  is  one  of  the 
great  monuments  of  Japanese  architecture  in 
which  the  traditional  'Yayoi'  culture,  the 
primitive  'Jomon'  culture  and  the  mediating 
influence  of  Zen  are  harmonized.  It  is  here 
described  in  42  pages  of  text,  with  156  half-tone 
and  line  illustrations.  Yale  University  Press 

£6  net 

Rodin's  Gates  of  Hell 

ALBERT  E.  ELSEN 

The  great  sculptured  portal  'Gates  of  Hell', 
Rodin's  most  important  work,  has  remained 
something  of  a  mystery.  Professor  Elsen 
presents  the  first  full-length  study  of  the  Gntcs, 
illustrating  it  with  over  100  photographs  and 
drawings,  numerous  sculptural  details,  sketches 
and  photographs  of  preliminary  models.  103 
half-tone  plates.  University  of  Minnesota  Press 

60s  net 

OXFORD  UNIVERSITY  PRESS 
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Kuniyoshi 

The  centenary  of  the  death  of  Kuni- 
yoshi, the  last  great  master  of  Japanese 
colour-print,  has  been  made  the  occa- 
sion of  the  issue  by  the  Victoria  and 
Albert  Museum  of  the  first  full-length 
study  of  his  life  and  work  in  any  Euro- 
pean language.  The  illustrations  dem- 
onstrate the  artist's  great  versatility 
and  dramatic  force.  His  output  was 
very  large  and  he  has  left  notable 
designs  in  every  field  covered  by  Japan- 
ese print;  that  of  the  heroic  he  has 
made  especially  his  own,  and  his  land- 
scapes have  extraordinary  quality, 
though  they  make  a  less  immediate 
appeal  to  the  Western  eye  than  those 
of  his  contemporaries  Hokusai  and 
Hiroshige,  whose  reputations  have 
tended  to  overshadow  his.  The  text  of 
this  re-appraisal  has  been  written  by 
B.  W.  Robinson. 

27s.  6d.  {post  Is.  6d.) 

From  the  Government  Bookshops 

or  through  any  bookseller 


THE 

VICTORIAN 
COLLECTOR 

SERIES 

Edited  by  Hugh  Wakefield 

Victoria  and  Albert  Museum 

Announcing  the  first  two  volumes  in  this  new, 
authoritative  series  for  collectors: 

VICTORIAN  PORCELAIN 

by  Geoffrey  Godden 

With  64  pages  of  photographs -over  100  plates - 
and  drawings,  tables  and  over  80  marks 
illustrated.  9£  x  6±  inches.  42s.  net. 

VICTORIAN  COSTUME 
AND  COSTUME  ACCESSORIES 
by  Anne  Buck 

With  40  pages  of  photographs -over  50  plates - 
and  29  contemporary  engravings. 
9|x6^  inches.  42s.  net. 

See  these  books  at  your  local  Bookseller. 
A  prospectus  is  available. 


HERBERT  JENKINS 


AN  OUTLINE  OF  EUROPEAN  ARCHI- 
TECTURE: By  Nikolaus  Pevsner.  Jubilee 
Edition.  (Harmondsworth,  Middlesex:  Pen- 
guin Books.  £7  7s.  net.) 

FOR  those  culture-starved  readers,  who  greedily 
consumed  Dr.  Pevsner's  An  Outline  of  European 
Architecture  when  it  was  first  published  during 
the  War  under  a  humble  paper-back  cover,  this 
sumptuous  Jubilee  edition  will  not  depreciate  the 
memory  of  that  enjoyable  feast.  Somehow  the 
1943  issue,  with  its  159  coarse-grained  pages  and 
32  indifferent  illustrations,  made  easier  reading 
than  the  new  one  which  several  textual  additions 
and  609  illustrations  have  expanded  into  722 
glossy  pages  of  art  paper.  The  great  merit  of  the 
1943  book  was  that,  teeming  more  with  ideas 
than  facts,  it  simply  could  not  be  put  down.  The 
present  book  is  now  so  weighty,  that  it  can 
hardly  be  taken  up.  In  the  original  edition  nothing 
came  between  the  text  and  the  reader.  Now  the 
text  is  so  broken  by  the  illustrations  that  the 
reader's  attention  is  distracted  on  practically 
every  page. 

I  hope  these  remarks  will  not  be  taken  as 
captious  criticism  of  the  present  edition.  Its 
format  is  clearly  very  splendid  indeed  and  the 
photographs  are  excellent  not  only  in  quality  but 
in  their  selection,  hi  fact  there  is  hardly  a  building 
to  which  the  author  refers  at  any  length  that  is 
not  illustrated  within  or  opposite  the  text.  The 
ample  margins  too  are  adorned  with  helpful 
plans,  sections  or  bird's-eye  views.  The  whole 
production  is  a  worthy  ornament  to  any  drawing 
room.  But  is  it  irrelevant  to  enquire  why  the 
publishers  insist  upon  setting  a  new  paragraph 
without  any  indentation?  Wherein  lies  the 
advantage  of  this  tiresome  typographical  trick? 
When  the  last  word  of  a  previous  paragraph 
happens  to  coincide — which  it  often  must — with 
the  end  of  a  line  there  is  nothing  to  indicate  the 
opening  word  of  the  new  paragraph. 

Dr.  Pevsner  is  at  his  best  when  writing  about 
the  Gothic  and  Baroque  styles.  He  understands 
what  was  behind  them.  One  senses  that  his 
sympathies  are  rather  with  the  common  spiritual 
faith  which  united  these  seemingly  disparate 
styles  than  with  the  humanism  which  begat  the 
Renaissance.  Every  student  of  Gothic  architecture 
should  be  obliged  to  read  his  definition  of  the 
Gothic  ideal  (pp.  160  to  174  in  the  new  edition). 
Of  the  great  Gothic  cathedrals  of  western  Europe 
he  concludes:  'We  are  liable  to  a  reaction  in  these 
vast  halls  which  is  far  too  romantic,  nebulous, 
sentimental,  whereas  to  the  cleric  of  the  13th 
century  everything  was  probably  lucid,  but 
transcendental.  That  is  the  antagonism  that 
defeats  us  in  our  age  of  agnosticism'. 

To  mediaeval  people  the  Christian  faith  was 
clear  and  compelling.  To  men  of  the  Baroque  the 
age  was  a  losing  struggle  between  belief  and 
unbelief.  Hence  the  desperate  ruses  by  which  the 
Church  sought  to  keep  its  flock  together.  Dr. 
Pevsner  believes  that  the  extravagant,  quixotic 
Baroque  architecture  was  intended  to  be  an 
allurement  back  to  God  just  as  much  as  a  glorifi- 
cation of  the  rich  prince  or  cardinal  who  paid  for 
it. 

In  this  edition  Dr.  Pevsner  has  added  a 
penultimate  section  (for  there  are  no  chapters). 
'From  the  End  of  the  First  World  War  to  the 


Present  Day'  gives  a  fair  and  most  penetrating 
summary  of  achievement,  and  ventures  a  prog- 
nostication of  the  future.  What  does  it  all 
amount  to?  The  modern  buildings  he  illustrates 
are  necessarily  the  most  outstanding  among  very 
many  which  we  know  to  be  mediocre,  when  not 
positively  repulsive.  Dr.  Pevsner  teaches  us  how 
to  appreciate  the  thrilling  contours,  the  daring 
experiments  with  new  forms,  and  the  conquest 
by  scientific  engineering  of  the  natural  law  of 
gravity.  He  helps  us  to  understand  that  in  con- 
temporary architecture  the  most  outrageous 
designs  are  probably  the  best.  This  on  paper  is 
admirable.  Alas,  few  modern  buildings  live  up  to 
the  photographs  taken  of  their  pristine  state. 
After  five  or  six  years  what  may  originally  have 
struck  us  as  novel  and  chic  only  too  often  turns 
out  to  be  shoddy  and  vulgar.  One  of  the  many 
stern  truths  is  that  unnatural  materials,  such  as 
steel  and  concrete,  do  not  weather.  So  instead  of 
glossing  over  imperfections,  time  now  shows 
them  up  to  be  worse  than  was  at  first  apparent. 
Until  contemporary,  architects  will  face  up  to 
this  single  truth,  what  hope  is  there  of  an  endur- 
ing beauty  in  the  buildings  of  the  present  or  the 
future? — J.  L-M. 

BRITISH  MILITARY  FIREARMS  1650- 

1850:  By  Howard  L.  Blackmore  (296  pp.  + 
83  pi.  +  33  text  figures  -f  102  drawings  of 
marks.  London:  Herbert  Jenkins  Ltd.  50s.  net). 

THE  widespread  interest  in  the  study  and  collec- 
tion of  antique  firearms  that  has  developed  dur- 
ing the  last  few  years  has  produced  an  ever- 
increasing  spate  of  books.  A  very  high  propor- 
tion of  these  are  mediocre,  some  are  downright 
bad  and  a  few,  a  very  few,  are  excellent.  It  is  a 
pleasure  to  find  that  the  present  work  can  be 
placed  unreservedly  in  the  last  category. 

Almost  everything  that  has  been  written 
previously  on  British  military  firearms  has  been 
based  largely  on  printed  sources.  This  book,  in 
marked  contrast,  is  based  almost  exclusively  on 
unpublished  material,  much  of  which  is  drawn 
from  the  thousands  of  volumes  of  records  of  the 
Board  of  Ordnance,  the  body  that  until  1855  was 
responsible  for  the  arms  used  by  the  British  land 
forces.  In  addition,  Mr.  Blackmore  has  made 
extensive  use  of  records  in  private  possession  and 
in  such  repositories  as  the  British  Museum, 
together  with  those  belonging  to  the  three  com- 
panies— the  Blacksmiths',  the  Armourers'  and 
the  Gunmakcrs' — that  at  various  times  controlled 
the  London  gunmaking  trade.  The  result  is  that 
there  is  hardly  a  page  of  his  book  that  does  not 
contain  information  that  has  not  previously 
appeared  in  print. 

Though  Mr.  Blackmore  has  a  proper  regard 
for  records  he  has  not  neglected  to  study  the 
firearms  themselves.  He  describes  and  illustrates 
a  complete,  and  for  the  most  part  fully-docu- 
mented, series  of  the  principal  firearms  and 
bayonets  used  by  the  British  army  from  the  end 
of  the  seventeenth  to  the  middle  of  the  nine- 
teenth century.  That  perennial  source  of  con- 
troversy, the  development  of  the  Brown  Bess 
musket,  is,  for  example,  worked  out  in  detail, 
an  example  of  every  model  being  illustrated. 
Many  of  the  experimental  arms  referred  to  in  the 
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Ordnance  records,  but  never  taken  into  service, 
are  identified,  as  well  as  those  that  were  issued 
only  to  special  units.  Collectors  of  all  types  of 
British  firearms  will  find  the  chapter  on  'Proof 
and  Manufacture*  especially  valuable  for  it  con- 
tains a  mass  of  new  information  on  every 
aspect  of  the  subject.  It  is  accompanied  in  an 
appendix  by  drawings  of  102  lock,  stock,  and 
barrel  marks,  many  of  which,  like  the  proof- 
mark  of  the  Blacksmiths'  Company,  are  here 
identified  for  the  first  time. 

The  illustrations  maintain  the  high  standard  of 
the  text,  though  the  printing  of  some  of  the  half- 
tone blocks  in  your  reviewer's  copy  is  a  little 
uneven.  It  would,  however,  have  been  helpful 
for  future  identification  if  the  inventory  num- 
bers of  the  many  pieces  from  the  Tower  of  Lon- 
don Armouries  that  are  reproduced  could  have 
been  included  in  the  captions.  A  number  of  the 
text-references  to  the  plates  too  are  somewhat 
ambiguous.  But  these  are  minor  blemishes  in  a 
book  that  will  certainly  remain  the  standard 
work  on  the  subject  indefinitely. — C.B. 

UHREN:  By  E.  von  Bassermann-Jordan  and 
H.  von  Bertele.  (Braunschweig:  Klinkhardt  u. 
Biermann.  1961.  518  pp.  388  ill.  20  colour 
plates.  DM.  76. — ,  approx.  £6  6s.) 

DURING  his  long  residence  in  England  Dr. 
Hans  von  Bertele,  who  has  now  taken  up  a  chair 
in  Vienna  University,  became  a  well-known 
figure  to  all  interested  in  antiquarian  horology. 
Amongst  his  numerous  published  contributions 
on  the  subject,  one  of  the  most  striking  was  his 
re-discovery  of  the  cross-beat  escapement,  which 
appeared  for  the  first  time  in  The  Connoisseur  in 
November,  1956  (p.  100).  He  has  now  produced  a 
completely  revised  edition  (the  fourth)  of 
Bassermann-Jordan's  'Uhren',  a  term  which  in 
German  includes  both  clocks  and  watches. 
Although  the  name  of  the  original  author  has 
been  retained,  the  book  has  been  completely  re- 
written and  now  constitutes  a  complete  hand- 
book of  the  subject.  The  transformation  that  has 
taken  place  is,  in  fact,  comparable  with  that 
undertaken  by  Messrs.  Baillie,  Clutton  and  liber t 
in  their  revision  of  the  7th  edition  of  Britten. 
There  are  probably  few  collectors  or  students  of 
horology  who  will  be  able  to  master  the  German 
text  which,  inevitably,  abounds  in  technical 
terms.  But  the  book  can  confidently  be  recom- 
mended to  all,  even  to  those  with  no  knowledge 
of  German,  on  account  of  the  excellent  series  of 
illustrations,  which,  with  the  exception  of  some 
of  the  colour  plates,  fulfil  all  that  the  collector 
could  reasonably  require.  Many  of  the  watches 
are  reproduced  in  their  actual  size  and  there  are  a 
large  number  of  details.  While  English  clocks 
and  watches  are  adequately  represented,  it  is  in 
the  continental  examples  that  the  book  is  par- 
ticularly strong.  The  illustrations  do  not,  there- 
fore, duplicate  Britten  but  provide  an  excellent 
supplement  to  it.  The  book  covers  the  history  of 
clocks  from  the  earliest  days  until  the  end  of  the 
nineteenth  century,  and  also  deals  with  such 
problems  as  fakes,  restorations,  prices,  packing 
and  various  other  matters  of  moment  to  the 
collector. 

The  captions  of  illustrations  Nos.  174/175  are 


reversed  and  the  statement  in  the  chronological 
list  of  events  that  from  about  1620  small  watch- 
makers in  various  parts  of  England  produced 
silver  pocket  watches  of  outstanding  quality 
requires  qualification.  One  suspects  that  at  any 
rate  the  cases  were  obtained  in  London — if  not  in 
Paris. 

"  The  book  is  of  more  convenient  form  than  a 
great  many  of  the  collectors'  books  that  now 
appear  on  the  market  and  is  altogether  very 
attractively  produced. — J.F.H. 

CLAUDE  MONET'S  PAINTINGS  OF 
ROUEN  CATHEDRAL:  By  George  Heard 
Hamilton.  (Oxford  University  Press.  4s.  6d. 
net.) 

MONET  was  the  most  Impressionistic  of  all  the 
Impressionists.  He  carried  their  theories  further 
and  more  consistently  than  any,  and  he  went  to 
endless  pains  to  resolve  the  difficulties  inherent  in 
finding  the  proof  of  their  problems. 

Of  the  various  series  on  a  theme  that  he  under- 
took, the  twenty  paintings  of  Rouen  Cathedral, 
done  between  1892-95,  were  the  most  valuable 
to  him  and  the  most  important  to  the  coming 
trends  in  Modern  Art. 

This  is  the  text  of  the  Charlton  Lecture  given 
in'1959  at  Durham  University,  when  Professor 
Hamilton  of  Yale  gave  a  masterly  analysis  of 
Monet's  reasons  for  attempting  the  series,  and  the 
likely  methods  he  employed  including,  surpris- 
ingly, the  camera  as  a  possible  point  of  departure. 

He  makes  a  special  plea  for  Monet  as  a  leader 
and  innovator  of  the  psychological  aspects  of 
visual  experience.  The  individual  Rouen  painting 
is  not  enough;  they  should  all  be  seen  together  as 
one  whole  psychological  and  physical  experience. 
Unhappily  this  is  impossible,  since  most  of  the 
paintings  in  the  series  were  sold  and  scattered 
abroad  at  their  first  showing  in  1895.  'If  only' 
wrote  Camille  Pissarro  to  his  son  'you  could 
get  here  before  Monet's  show  closes:  his 
"Cathedrals"  will  be  scattered  everywhere,  and 
these  particularly  ought  to  be  seen  in  a  group.' 

It  would  be  a  welcome  event  if  the  publishers 
could  follow  up  this  booklet  with  a  set  of 
reproductions  of  the  whole  work. — A.G. 

THE  UNIVERSAL  SYSTEM  OF  HOUSE- 
HOLD FURNITURE,  1762:  By  Ince  and 
Mayhew.  Complete  reprint  with  a  Preface  by 
Ralph  Edwards,  C.B.E.,  F.S.A.  (London: 
Tiranti.  £2  2s.  net.) 

AS  the  study  of  English  eighteenth-century 
furniture  progresses,  the  importance  of  the  less 
celebrated  design  books  is  at  last  being  realised. 
For  many  years  Chippendale's  Director,  Hepple- 
white's  Cabinet-Makers'  and  Upholsterers'  Guide, 
and  Sheraton's  Cabinet-Makers'  and  Upholsterers' 
Drawing  Book  have  been  known  and  studied 
through  countless  reprints.  The  omnipotence  of 
these  three  authors  has  only  been  questioned  by 
the  recent  publications  of  the  designs  and 
accounts  of  some  of  their  equally  talented  con- 
temporaries. 

The  Universal  System  of  Household  Furniture  by 
Ince  and  Mayhew,  was  issued  in  parts  between 
1759  and  1762,  and  afterwards  was  published  as  a 


Oldbourne 


Braque 

John  Richardson.  A  magnificent  volume  in 
the  Oldbourne -Silvana  collection,  beauti- 
fully illustrated  in  full  colour,  with  text 
written  by  a  close  personal  friend  of  the 
artist.  14*  x  11*.  April.  50s. 


Goya 

Dino  Formaggio.  An  authoritative  study  of 
the  life  and  work  of  the  great  Spanish 
painter,  illustrated  with  36  colour  plates. 
Latest  title  in  the  series  Qallery  of  Oreat 
Masters. 

In  the  same  series — Rembrandt,  Watteau. 
12*  x  9*.  Just  published  30s. 


Dresden 

Gertrud  RudloS-Hille.  First  title  in  a  new 
series  Oreat  Oalleries  of  the  World.  An 
absorbing  account  of  an  important  but 
relatively  little-known  gallery-  150  plates 
in  colour  and  monochrome.  10J*  x  8$*. 

May.  35s. 

The  Graphic  Work  of 

M.  C.  Escher 

A  selection  of  the  works  of  Europe's 
most  original  graphic  artist.  63  pages  of 
illustrations.  10J*  x  10|*.        June.  21s. 

History  of 
Painting 

P.  D'Espezel  and  F.  Fosca.  A  completely 
new  and  reset  edition  of  this  magnificent 
volume  that  incorporates  many  new 
reproductions  from  the  work  of  British 
painters,  240  illustrations.  110  In  full 
colour.  12*  x  8i*.  May.  45s. 

ART  and  COLOUR 
SERIES 

An  inexpensive  series  and  excellent 
introduction  to  the  great  masters.  36 
colour  plates  each.  "Excellent  value,  one 
of  tho  best  buys  in  the  art  book  field." 
— Books  of  tlie  Month. 

MANET  BRAQUE  CHAGALL 
VAN  GOGH     DEGAS  GRANAGH 

7J*  x  5}*.  10s.  6d.  each. 


Complete  brochure  of  Oldbourne  Art  Books 
on  request. 


121  Fleet  Street  E.C.4 
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Books  and  The 
Belgrave  Library 

Readers,  especially  in  some  of  the  remoter 
parts  of  the  world,  may  like  to  know  that 
any  book  reviewed  on  these  pages,  or 
shown  under  'Books  Received',  can  be 
ordered  by  post  from  The  Belgrave 
Library,  22  Armoury  Way,  London, 
S.W.i  8. 


time,  throughout  the  book.  Every  page  of  car- 
tridge carries  eight  lines  only  of  Furneaux 
Jordan's  text,  set  in  i8pt  Baskerville,  to  37  ems 
measure,  and,  above  it,  up  to  24  lines  of  notes, 
set  in  12  pt  Baskerville  Italic  to  25  ems.  The 
colour  plates,  wifh  no  white  margins  and  facing 
grey  paper,  look  fine:  but  the  text  suffers 
severely.  It  is  maddening  to  have  to  read  so 
distinguished  and  infrequent  a  writer  as  R. 
Furneaux  Jordan  eight  lines  at  a  time — particu- 
larly in  a  book  which  is  in  any  case  too  heavy  to 
handle  with  comfort.  The  notes  in  italic  could 
only  have  been  made  more  difficult  to  read  if 
they  had  been  set  in  sans  serif  capitals.  In  fact, 
there  was  no  reason  at  all  to  set  them  in  italic: 
they  could  just  as  well  have  been  set  in  roman. 
And,  since  they  rarely  fall  opposite  their  plates, 
there  was  no  good  reason  to  mix  them  up  with 
the  main  text. 

The  colour  plates,  which  do  not  perhaps  en- 
tirely live  up  to  the  high  hopes  announced  in  the 
blurb,  were  printed  by  Carl  Ruck,  and  Haufler  & 
Wiest  of  Stuttgart;  the  text  was  printed  by  J.  H. 
de  Bussy  in  Holland ;  and  the  binding  (the  design 
of  which  does  not  match  the  dignified  inside  of 
the  book)  is  by  Van  Rijmenam,  also  of  Holland. 

A  straightforward  text  which  is  worth  reading 
(and  everything  R.  Furneaux  Jordan  writes  is 
very  well  worth  reading)  should  be  set  in  straight- 
forward pages,  not  in  fragments:  pictures  which 
are  worth  looking  at  and  need  identifying  should 
have  their  titles  printed  on  the  same  opening. 

The  New  English  Bible  is  one  of  the  biggest  and 
most  important  book  production  undertakings 
in  Britain  of  recent  years.  The  'Popular'  edition 


sold  at  8s.  6d.,  has  been  printed  by  the  Oxford 
University  Press,  and  the  Library  edition,  at  21s., 
by  the  Cambridge  University  Press. 

The  layout  of  both  editions  is  more  or  less  the 
same,  the  text  being  set  in  single  column,  not 
divided  into  verses,  the  verse  numbers  being  set 
in  the  outer  margins.  The  Library  edition  is  set  in 
'Monotype'  Ehrhardt,  a  very  suitable  face, 
robust  and  elegant  itself  and  with  an  excellent 
italic;  the  titling  used  for  Book  titles  is  Perpetua. 

The  Popular  edition,  while  conforming  to  the 
Library  edition  in  all  main  points  of  style,  is  set  in 
'Monotype'  Goudy  Catalogue  with  Poliphilus 
for  display  lines.  The  choice  of  these  faces  is  sur- 
prising, since  neither  are  outstandingly  good 
designs  in  themselves  or  the  most  suitable  for  the 
purpose  available.  Worse  still,  they  have  not 
been  allowed  to  look  their  best  by  good  mach- 
ining, but  have  been  made  to  look  much  worse 
1  by  really  poor  presswork,  bearing  all  the  obvious 
marks  of  highspeed  rotary  printing  from  worn 
plates.  Most  Penguin  books  are  much  better 
printed.  This  book  is  a-disappointing  example  of 
English  craftsmanship. 

Two  outstanding  catalogues  of  interest  to 
bibliophiles  have  been  recently  published,  one  by 
William  H.  Schab  of  New  York,  the  other  by 
Mm.  de  Nobele  and  Pierre  Beres  of  Paris. 

The  Schab  Catalogue,  No.  30,  has  been  finely 
printed  by  the  Hooiberg  Printing  Co.  in 
Holland;  it  contains  numerous  half-tone  plates, 
and  three  colour  plates,  of  a  Flemish  illuminated 
miniature,  a  superb  Derome  mosaic  binding, 
and  Archibald  Thorburn  watercolours  of  birds 
for  an  unpublished  bird  book.  The  subjects 
covered  by  the  catalogue  range  from  incunabula 
to  musical  autographs,  and  the  wealth  of  illus- 
trations makes  it  of  absorbing  interest  and  value 
to  any  student  of  the  arts  of  the  book. 

The  French  catalogue,  finely  designed  and 
printed  by  Imprimeries  Union  of  Paris,  covers 
books  and  manuscripts,  both  old  and  of  the 
nineteenth  century;  the  plates  are  of  wide 
interest  and  include  three  superb  colour  repro- 
ductions of  bindings. 

BOOKS  RECEIVED 

(The  inclusion  of  a  book  in  this  list  does  not 
preclude  us  from  publishing  a  review  later.) 

The  Notebooks  of  Leonardo  da  Vinci:  A  new 

selection  by  Pamela  Taylor.  New  York :  The 
New  American  Library  (distributed  by  the 
Book  Centre,  501  Madison  Avenue,  New 
York  22).  6s.  in  Great  Britain.  75c.  U.S.A. 


folio  edition  in  1762.  Messrs.  Alec  Tiranti  have 
made  it  possible  to  study  this  now  rare  work  by 
their  recent  reprint.  They  have  reproduced  the 
Victoria  and  Albert  Museum  copy  in  its  entirety 
and  the  ninety-five  plates,  the  majority  en- 
graved by  Mathias  Darly,  who  was  responsible 
for  many  plates  in  the  Director,  have  been  beauti- 
fully and  faithfully  photographed.  The  title 
page  and  notes,  which  were  published  by  Ince 
and  Mayhew  in  French  as  well  as  English,  have 
afforded  an  excellent  example  to  Messrs.  Tiranti 
who  have  translated  Ralph  Edwards'  erudite  and 
concise  prefaces  into  French,  thus  giving  the 
Continent  a  further  chance  of  attaining  a  true 
understanding  of  the  style  Angtaise. 

Not  only  has  Mr.  Edwards  incorporated  in  his 
text  all  that  is  known  of  Ince  and  Mayhew,  with 
copious  footnotes  as  to  the  sources,  but  he  has 
also  admiiably  compared  The  Universal  System 
with  Chippendale's  Director,  which  it  emulated. 
Sheraton  pronounced  The  Universal  System  'to 
have  been  a  book  of  merit  in  its  day,  though  much 
inferior  to  Chippendale's  work  which  was  a  real 
original,  as  well  as  more  extensive  and  masterly 
in  design'.  Mr.  Edwards,  after  quoting  the  above, 
continues:  'though  the  justice  of  that  verdict  can 
scarcely  be  denied,  Ince  and  Mayhew's  publica- 
tion must  rank  high  among  the  trade  catalogues 
of  the  eighteenth  century,  while  in  variety, 
scope  and  general  excellence  it  surpasses  all 
collections  of  designs  for  furniture  in  the  English 
rococo  style ;  with  the  exception  of  the  much 
more  famous  work  the  pre-eminence  of  which 
the  partners  set  out  to  challenge'. 

An  equally  high  place  in  the  twentieth  century 
can  be  awarded  to  Messrs.  Tiranti's  reprint  of 
this  work;  and  the  paucity  of  extant  examples  of 
furniture  made  by  this  firm,  so  rightly  lamented 
by  Ralph  Edwards,  may  well  be  augmented  by 
the  facility  of  comparison  afforded  by  the  long- 
awaited  publication  of  the  original  designs, 
here  so  excellently  reproduced. — W.A.C. 

BOOK  PRODUCTION  NOTES 

by  Ruari  McLean 

THE  combining  of  photographs  and  continuous 
reading  matter  is  a  problem  which  still  perplexes 
book  designers.  If  both  are  to  be  printed  on  the 
same  paper,  it  must  either  be  letterpress  on  art 
paper — the  choice  made  by  Penguin  Books  for 
their  recent  special  edition  of  Pevsner's  An  Out- 
line of  European  Architecture,  but  which  involves  a 
sacrifice  of  comfort  in  reading — or  photo- 
gravure on  non-coated  paper,  which  is  not  good 
for  type  either,  and  expensive  except  for  high 
printing  quantities. 

In  European  Architecture  in  Colour  (Thames  & 
Hudson,  ^4  4s.)  the  problem  has  been  compli- 
cated by  the  fact  that  there  are  three  separate 
items  to  integrate:  112  full  page  colour  plates, 
lengthy  notes  on  the  plates  translated  from  the 
German  of  Dr  Bodo  Cichy  by  C.  Ligota,  and 
main  text  by  R.  Furneaux  Jordan.  The  solution 
adopted  is  ingenious. 

The  plates  are  printed  letterpress  on  art  paper, 
to  bleed  on  all  sides,  the  actual  titles  to  the  pic- 
tures being  printed  on  the  reverse  sides;  and  the 
text  is  printed  letterpress  on  grey  cartridge,  plates 
and  text  occurring  alternately,  two  leaves  at  a 
■ 


mm  m  Tiranti 

As  specialists  we  carry  one  of 
the  largest  stocks  in  the  world 
on  fine  arts.  Enquiries  for  books 
reviewed  here  or  any  other  art 
book,  will  have  our 
immediate  attention. 


72  Charlotte  Street  London  W.  1 


Chinese  Decorative  Art.  A  Handbook  for 
Collectors  and  Connoisseurs:  By  Martin 

Feddersen.  Translated  by  Arthur  Lane. 
London:  Faber  &  Faber.  45s.  net. 

Scottish  Art  Review.  Special  Ethnograph- 
ical   Number.    Volume    VIII.    No.  t. 

Glasgow  Art  Gallery  &  Museums  Association 
(Kelvingrove).  2s.  6d. 

Les  reussites  de  la  decoration  francaise 
1950-1960,  sous  la  direction  de  Thomas 
Kernan.  Paris:  Editions  du  Pont  Royal 
(Robert  Laffont,  30  rue  de  l'Universite). 
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Contributed  by  Adrian  Bury 


Round  about  the  Galleries 


Marc  Chagall 

THE  summer  exhibition  which  opens  next 
month  at  the  O'Hana  Galleries  in  Carlos 
Place,  London,  will  contain  a  large  selection  of 
works  by  Chagall.  Bom  in  1887  at  Vitebsk,  this 
artist  has  become,  as  it  were,  one  of  the  'old 
masters'  of  the  moderns.  A  law  unto  himself  as 
regards  colour,  drawing,  composition  and  sub- 
ject matter,  Chagall  has  his  magic.  One  could 
say  that  he  is  a  surrealist.  Yet  his  visions,  unlike 
those  of  other  surrealist  painters,  have  a  happy 
enchantment. There  is  a  certain  ecstatic  innocence 
about  his  lovers  among  the  flowers,  fruit,  musical 
instruments,  Eiffel  Towers,  flying  fish  or  what 
you  will.  His  colour  is  as  spontaneous  as  his 
designs  are  lyrical.  Chagall  is  remotely  original 
and  strangely  sincere,  detached  like  all  mystics 
from  the  far  more  dangerous  eccentricities  of  our 
so-called  logical  civilisation.  Not  that  Chagall  is 
unaware  of  the  sorrows  of  life,  and  in  many  of 
his  works  we  can  apprehend  his  mood  in  this 
respect  as  well  as  his  gaiety  of  heart  in  other 
pictures. 

A  profound  student  of  the  Bible,  Chagall's 
illustrations  are  a  unique  and  reverend  commen- 
tary of  the  Word.  His  resourceful  style  and 
singularly  imaginative  ideas  require  a  sympath- 
etic approach  on  the  part  of  the  spectator.  He  has 
been  all  his  life,  in  many  parts  of  the  world,  a 
prodigious  worker,  and  I  hear  that  he  is  now 
engaged  on  designing  stained  glass  windows  for 
the  Jewish  synagogue  at  Jerusalem  and  for 
Rheims  Cathedral. 

Bonnard,  too,  had  something  of  the  visionary's 
temperament,  but  compared  with  Chagall  he 
strikes  a  quite  realistic  note  in  an  important  work 
dating  from  1905  entitled  Femme  a  laLatnpe.  The 
O'Hana  exhibition  contains  something  for  all 
good  modern  tastes  in  art. 

Une  Peinture  Seduisante 

THE  art  of  William  S.  Horton  (1 866-1936),  the 
American  painter,  is  gradually  taking  its  place 
among  important  achievements  in  Impression- 
ism. Horton  has  in  fact  been  rediscovered,  for  he 
had  won  deserved  success  before  the  war  in 
Paris  where  he  lived  for  much  of  his  life.  Ex- 
hibitions in  various  countries  during  the  last  few 
years  have  tended  to  establish  an  international 
fame;  and  another  show  opens  at  the  Palais 
Bourbon,  Paris,  on  May  31st.  It  will  comprise 
early  and  late  works,  re-introduce  this  artist  to 
the  French  public,  and  remind  them  of  his 
association  with  Monet  and  other  Impressionist 
masters.  Under  Monet's  influence  at  first,  Horton 
later  evolved  his  own  style,  and  as  regards  colour 
produced  work  of  striking  originality. 

An  important  picture  in  this  collection  is  the 
sumptuously  coloured  Grand  Lac  in  the  Bois  de 
Boulogne  (1909).  Another  is  the  Tuileries  Gardens 


after  Rain,  a  harmony  in  blue  and  yellow.  Then 
there  is  one  of  many  impressions  of  the  Valley  of 
the  Gstaad.  Very  gay  are  three  pictures  showing 
groups  of  children  paddling  and  playing  on 
beaches. 

This  exhibition  is  being  sponsored  by  M.  Max 
Harrari  and  M.  de  Reys.  Discussing  Horton's 
work  in  general,  M.  Harrari  remarked  that  the 
French  public  are  always  ready  to  appreciate  that 
quelque  chose  infnimente  seduisante :  in  other  words, 
that  feeling  for  beauty  Horton  expressed  in  land- 
scapes, flowers,  plages  and  crowds  of  people 
enjoying  life.  'Of  infinite  seduction'  is  perhaps 
the  truest  way  of  summing  up  the  style  of 
Horton,  a  Parisian  son  of  America. 

Springtime 

IT  is  nice  to  have  the  scientists'  assurance  that  the 
universe  will  last  another  ten  thousand  million 
years.  In  the  meantime  we  can  enjoy  an  immedi- 
ate spring.  The  thought  occurred  to  me  as  I  con- 
templated a  picture  by  Dame  Laura  Knight 
entitled  Springtime  at  the  Fine  Art  Society,  148 
New  Bond  Street.  It  is  as  beautiful  an  interpreta- 
tion of  the  subject  as  one  could  wish  to  see.  On 
page  211  of  her  book,  Oil  Paint  and  Grease  Paint, 
Dame  Laura  writes  that  P.  G.  Konody  in  191 3 
bought  on  Lord  Rothermere's  behalf 'a  picture  of 
may  blossom  painted  outside  my  studio  at  Lam- 
orna.'  That  at  the  Fine  Art  Society  is  another 
version  of  the  subject.  Reading  Dame  Laura's 
book  again,  a  certain  passage  struck  me  as  being 
appropriate  to  this  picture.  She  writes :  'The  years 
1912  and  1913  showed  a  tremendous  output.  I 
then  became  definitely  aware  of  an  ability  that 
enables  eye  and  hand  to  work  simultaneously 
without  conscious  intervention  of  thought.  By 
reason  of  my  new  awareness  I  made  an  over- 
whelming discovery.  With  a  blank  canvas  or 
paper  in  front  of  me,  I  put  myself  in  an  attitude 
of  mind  to  work  straight  from  the  sub-conscious 
and  achieve  new  compositions  .  .  .  From  the 
first  stroke  it  would  seem  that  a  work  of  art  says, 
"I  will  have  this  or  that.  If  you  are  not  true  to  me 
I  leave  you".'  The  artist  was  certainly  true  to 
that  vision  of  Springtime. 

Dame  Laura's  achievement  since  she  began  to 
study  at  the  Nottingham  Art  School  before  the 
first  war,  in  its  variety  of  subject  and  strength  of 
style  in  many  media,  will  ever  be  an  example  to 
admire. 

W.  Lee  Hankey 

AN  English  artist  who  also  lived  and  painted 
much  in  France,  and  was  caught  in  the  Indian 
summer  of  Impressionism  was  W.  Lee  Hankey. 
His  subtle  feeling  for  light  and  colour  made  his 
pictures  of  French  market  scenes  very  attractive 
and  conspicuous  in  the  various  exhibitions  to 
which  he  contributed.  I  have  memories  of  Lee 


between  the  wars  when  he  worked  in  the  Pas  de 
Calais  neighbourhood,  and  we  would  foregather 
at  the  Cafejoos  at  Etaples  after  the  day's  painting. 
Lee  knew  this  part  of  France,  as  he  knew  the 
Riviera,  intimately,  and  thoroughly  enjoyed  his 
life  there  and  the  successes  he  gained  both  in 
France  and  England.  He  had  much  sympathy 
with  the  simple  humble  peasant,  and  many  are 
the  studies  he  made  in  the  sentiment  expressed  by 
Josef  Israels  for  similar  subjects  in  Holland.  The 
picture  illustrated,  however,  is  one  of  a  series  that 
Lee  Hankey  painted  when  he  was  about  seventy, 
and  is  an  impression  of  Gibraltar.  It  is  at  the 
Newman  Galleries,  43a  Duke  Street. 

Floral  Masterpiece 

TECHNIQUE  and  a  sense  of  the  beauty  and 
mystery  of  things  reach  the  highest  standard  in  a 
small  flower  picture  by  Abraham  Mignon  at 
John  Mitchell's,  8  New  Bond  Street,  London. 
Sure  touch,  profound  knowledge  of  the  subject, 
light,  shade  and  colour  worked  out  to  the  ulti- 
mate degree  of  refinement  hold  our  interest 
today  as  they  have  held  the  interest  of  generations 
of  men  and  women  since  this  picture  was  painted 
more  than  three  hundred  years  ago.  Possibly  the 
difference  between  the  old  masters  and  the 
'iconoclasts'  of  today  is  that  the  former  had  the 
time,  the  will  and  the  idealism  to  concentrate  on 
what  they  were  doing,  and  thought  not  in  terms 
of  the  fashionable  moment  but  of  something  that 
would  give  pleasure  and  instruction  as  long  as 
the  materials  with  which  the  picture  was  wrought 
would  last.  Putting  the  matter  at  its  most  prac- 
tical, this  flower-piece  by  Mignon  was  a  job  of 
work  well  done  to  please  a  customer,  but  in 
addition  to  that  it  was  a  symbol  of  human  faith 
and  ingenuity  that  would  be  a  passport  to 
posterity. 

Mignon  (1640-1679)  was  bom  at  Frankfort 
and  studied  under  Jacob  Marel  and  Jan  Davidsz 
de  Heem  of  Utrecht.  One  is  not  surprised  to 
learn  that  he  was  continuously  busy  painting 
such  flower-pieces  as  the  one  to  be  seen  at 
Mitchell's.  There  are  works  by  Mignon  in  the 
Rijksmuscum,  the  Louvre,  Munich,  Frankfort 
and  the  celebrated  private  collection  at  Vaduz, 
Liechtenstein.  He  is  also  represented  in  the 
Ashmolean  and  Fitzwilliam  museums. 

A  Naval  Occasion 

TO  paint  a  picture  six  feet  by  four  feet  from  a 
banquet  actually  in  progress  in  the  Painted  Hall, 
Greenwich,  requires  great  confidence  and  tech- 
nical experience.  Such  was  the  task  that  Lieut.- 
Commandcr  Francis  Russell  Flint,  R.N.R.,  set 
himself  some  time  ago  on  the  occasion  of  the 
Royal  Naval  Reserve  Centenary  dinner  in  the 
presence  of  the  Duke  of  Edinburgh,  the  Duke  of 
Gloucester  and  assembled  company.  The  picture 
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has  been  much  admired  by  all  concerned,  and  I 
am  glad  to  hear  that,  thanks  to  the  good  offices  of 
Commodore  Noble,  R.N.R.,  it  has  been  pur- 
chased, members  of  the  R.N.R.  and  the  old 
R.N.V.R.,  contributing  by  subscription  to  the 
cost.  Where  it  will  hang  has  not  yet  been  decided, 
but  it  is  clearly  a  gallery  picture  by  reason  of  its 
size  and  historic  importance. 

Fine  Marine  Artist 

THERE  is  a  certain  pathos  in  contemplating  a 
picture  by  an  artist  who  died  abandoned  by 
fortune  and  more  or  less  destitute.  Charles 
Brooking  (1723- 1769)  was  endowed  with  great 
talent  which  was  ultimately  to  place  him  high 
among  English  marine  artists.  The  operative 
word  is  ultimately,  for  in  his  lifetime  he  had  to 
make  a  living  as  best  he  could,  and  that  meant 
enslaving  iiimself  to  what  the  art  dictionaries 
term  the  'lower  class  of  dealers'.  Brooking  began 
humbly  enough  as  ship's  painter  in  Deptford 
dockyard,  graduating  thence  to  the  art  of  paint- 
ing ships  and  seas  on  canvas.  Poor  in  health  and 
harassed  all  his  short  life  with  money  difficulties 
he  succumbed  about  the  time  when  more  gener- 
ous and  better  educated  clients  became  aware  of 
his  real  abilities.  That  his  vision  and  industry 
were  far  above  the  average  marine  artist  of  his 
day  is  undeniable.  A  Brooking  on  the  London 
market  at  the  moment  is  Shipping  in  a  Stiff  Breeze 
at  the  Parker  Gallery,  3  Albemarle  Street.  Only 
an  artist  with  a  real  love  of  the  subject,  and  con- 
tinuous effort  in  trying  to  paint  it  could  have  so 
faithfully  portrayed  these  'hearts  of  oak'  buffeted 
about  by  the  wind  and  wave. 

Nabobs  and  Rupees 

A  PLEASANT  walk  in  greater  London  is 
Strand-on-the-Green.  It  has  preserved  its  eight- 
eenth-century atmosphere,  and  Zoffany's  house 
still  stands  there  watching  the  tides  come  and  go. 
Here  he  and  his  family  enjoyed  a  country  change 
from  their  town  house  in  Albemarle  Street.  In 
the  book  on  Zoffany,  Lady  Victoria  Manners 
and  Dr.  G.  C.  Williamson  tell  us  about  this  house, 
and  how  a  plank  bridge  or  gangway,  supported 
by  a  tree,  led  from  the  fust  floor  window  to  a 
barge  or  wherry  moored  in  front  of  the  house. 
This  was,  in  fact,  an  al  fresco  concert  'room'  and 
the  perfect  place  for  Handel's  Water  Music. 

Zoffany,  or  Zauffely,  as  was  his  real  name, 
came  to  England  from  Germany  in  1758  and  did 
very  well  under  George  III.  The  artist  knew  how 
to  make  money,  spend  it  and  enjoy  life.  One  of 
the  founder-members  of  the  Royal  Academy,  he 
was  persona  grata  with  the  king  and  various 
European  royalties,  including  the  Duke  of 
Tuscany  and  Marie  Theresa.  By  the  age  of  fifty 
had  achieved  wide  renown  and  fortune. 

Money  meant  much  to  Zoffany,  and  at  the  age 
of  fifty,  quite  an  age  in  those  days,  he  decided  to 
go  to  India,  inspired  by  William  Hodges'  tales  of 
the  money  to  be  gained  there  as  an  artist.  Paul 
Sandby  said  that  Zoffany  expected  to  'roll  in 
gold  dust'.  He  first  went  to  Lucknow  where  he 
'set  up  in  business',  but  he  also  travelled  far  and 
wide  painting  portraits  of  native  potentates  as 
well  as  English  soldiers,  statesmen  and  their 
ladies.  One  of  Zoffany's  most  generous  patrons 
was  the  French  Major-General  Claud  Martin  who 


acquired  a  large  collection  of  the  artist's  works. 

The  best  known  pictures  that  Zoffany  painted 
in  India  were  Col.  Mordaunt's  Cock  Match  at 
Lucknow,  Tiger  Hunting  at  Chandemagur  {Bengal) 
and  The  Embassy  at  Hyderbeck  to  Calcutta  to  meet 
Lord  Cornwallis.  Many  are  the  large  groups  such 
as  the  McCleod  and  Watts  families,  painted  with 
admirable  realism  and  sense  of  character. 

Recalling  some  of  Zoffany's  family  groups  in 
their  grace,  power,  confidence  and  humanism, 
it  is  interesting  to  compare  them  with  a  Zoffany 
at  the  Leger  Gallery,  13  Old  Bond  Street,  entitled 
Landscape  with  an  Indian  Family  (36  x  45^  ins.). 
It  may  be  that  the  artist  enjoyed  doing  this  clever 
study  as  a  change  from  the  more  exacting  task  of 
painting  the  nabobs  and  their  entourage.  The 
picture  came  from  the  collection  of  Sir  T. 
Munroe  of  Lindirtis,  Forfarshire,  and  is  recorded 
in  John  Zoffany,  His  Life  and  Works  (p.  248). 

Sir  Balthasar  Gerbier 

THE  De  Vos  family  of  artists,  considering  their 
number  and  the  fact  that  many  of  them  worked 
contemporaneously,  have  always  been  a  prob- 
lem. But  Cornelis  de  Vos  (1 585-1651)  emerges 
clearly  as  a  portraitist  of  little  children,  full- 
length.  Born  at  Hulst  he  was  Master  of  the  Guild 
of  St.  Luke  at  Antwerp  in  1608  and  Dean  in 
1619-20. 

The  picture  of  a  child  (3  3  J  X  45  J  ins.)  at  the 
Norbert  Fischman  Gallery,  26  Old  Bond  Street, 
is  far  more  likely  to  be  by  De  Vos  than  by 
Rubens,  to  whom  it  was  at  one  time  attributed. 
The  little  girl  so  splendidly  but  uncomfortably 
attired  may  be  compared  with  similar,  if  better 
drawn,  portraits  by  De  Vos  such  as  the  Child  with 
a  Parrot,  exhibited  at  the  Royal  Academy 
Flemish  Exhibition  1953-4,  and  the  one  in  the 
Duke  of  Devonshire's  Collection. 

What  lends  additional  interest  to  the  Fischman 
Gallery  picture  is  that  it  is  believed  to  be  the 
daughter  of  Sir  Balthasar  Gerbier,  artist-adven- 
turer, who  played  a  conspicuous  part  on  the 
scene  between  161 3  when  he  came  to  England  as 
a  retainer  of  the  great  Duke  of  Buckingham,  and 
1667  when  he  died.  Gerbier,  it  will  be  recalled, 
went  to  Spain  with  the  Duke  to  arrange  a  treaty 
of  marriage  between  Prince  Charles,  afterwards 
Charles  I,  and  the  Infanta.  No  mean  artist,  he 
was  more  important,  however,  as  the  Duke's 
agent  in  collecting  masterpieces  from  contin- 
ental sources.  Buckingham  installed  him  in  a 
house  near  his  own  palace  in  the  Strand,  and  here 
he  entertained  Charles  I  and  Henrietta  Maria  to  a 
banquet  which,  according  to  a  contemporary 
letter  'could  not  stand  him  in  less  than  one 
thousand  pounds'. 

In  due  time  he  was  appointed  master  of  the 
ceremonies  and  surveyor  of  the  royal  palaces 
until,  falling  out  of  favour,  he  wandered  abroad. 
He  re-entered  England  during  the  Protectorate, 
survived  Cromwell,  and  came  back  into  favour 
when  the  Stuarts  returned  to  power.  Gerbier's 
first  work  then  consisted  of  designs  for  triumphal 
arches  in  connection  with  the  Restoration. 

Chelsea  and  Piccadilly 

CHELSEA  and  its  river  walk  have  always  attrac- 
ted artists,  and  I  often  come  across  pictures 
painted  there  long  before  the  days  of  Turner  and 


Whistler  who  made  Chelsea  their  home.  It  was 
not,  however,  until  the  'nineties  that  the  place 
won  world  wide  recognition  as  the  rendezvous 
of  painters.  The  list  of  artists  who  lived  and 
worked  in  the  neighbourhood  of  King's  Road 
and  Cheyne  Walk  would  be  a  very  long  one. 
The  Society  known  as  The  Artists  of  Chelsea  was 
founded  about  twelve  years  ago,  thanks  largely 
to  the  enterprise  and  enthusiasm  of  Bernard 
Adams ;  and  the  annual  exhibition  now  running 
at  the  Chenil  Galleries  is  an  established  art  feature 
of  the  borough,  displaying  as  it  does  the  works  of 
painters  domiciled  in  Chelsea  or  connected  with 
it.  Bernard  Adams  is  distinguished  both  as  por- 
trait and  landscape  painter.  Member  of  the  Royal 
Society  of  Portrait  Painters,  the  Royal  Institute  of 
Oil  Painters,  and  founder  of  the  National 
Society,  his  work  is  widely  known  in  England 
and  in  France  where  in  1958  he  was  awarded  the 
Gold  Medal  for  a  portrait  of  his  son,  one  of  the 
best  contemporary  portraits  that  I  have  seen  for 
a  long  time.  Other  prominent  exhibitors  with 
the  Artists  of  Chelsea  are  Stanley  Grimm, 
Charles  Cundall,  R.A.,  A.  K.  Browning,  Colin 
Corfield,  Harold  Workman  and  George  Leech. 

Another  annual  exhibition  that  is  attracting 
considerable  public  interest  is  the  show  of 
Hobday  Paintings  at  the  Royal  Institute  Galleries, 
Piccadilly.  Arranged  by  Mr.  Edward  Swann,  a 
versatile  artist  and  popular  tutor,  these  Hobday 
Sketching  Parties  have  now  become  an  influen- 
tial feature  of  the  art  world,  resulting  in  much 
good  amateur  painting,  as  the  present  exhibition 
proves.  It  also  affords  an  opportunity  for  a  re- 
union of  amateurs  and  tutors  who  have  enjoyed 
their  holidays  with  a  hobby  in  a  large  number  of 
beauty  spots  at  home  and  abroad. 

Paul  Anderbouhr 

A  RECENT  exhibition  at  the  Galerie  Abels, 
Cologne,  revealed  Paul  Anderbouhr  as  an  artist 
who  finds  inspiration  in  Parisian  and  Loire 
neighbourhoods.  Born  in  Paris  in  1909,  he  has 
made  a  life-long  study  of  the  architectural  and 
atmospheric  qualities  of  the  French  capital.  His 
sense  of  colour  and  light  in  such  pictures  as 
Notre  Dame  de  Vile  St.  Louis,  Le  Pont  Marie  a 
Paris,  La  Cour  de  Rohan,  and  Le  Quai  Bourbon  is 
very  attractive  pictorially. 

I  taliana  t  e-D  utch 

THE  influence  of  the  Italian  manner  on  Dutch 
and  Flemish  painting  began  after  Rubens'  return 
from  Italy,  and  is  obvious  in  Dutch  art  during  the 
seventeenth  and  eighteenth  centuries.  A  case  in 
point  was  Adriaen  van  der  Werff  (1659-1722' 
who,  after  studying  under  Cornelis  Pecolet  and 
Eglon  van  der  Neer,  came  under  the  spell  of  a 
collection  of  Italian  drawings  belonging  to  a 
patron.  This  was  the  basis  of  a  somewhat  cold 
and  classical  style  that  so  impressed  the  Elector 
Palatinate  that  he  commissioned  his  own  portrait 
and  A  Judgment  of  Solomon  for  presentation  to  the 
Duke  of  Tuscany. 

The  Agony  in  the  Garden  (on  a  panel,  I5i  x 
I2£  ins.)  at  the  Pulitzer  Gallery,  5  Kensington 
High  Street,  is  an  interesting  example  of  Van  der 
Werff 's  art.  He  is  well  represented  in  continental 
collections,  and  our  own  National  Gallery  con- 
tains a  Rest  on  the  Flight  into  Egypt. 
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IN  THE  GALLERIES 


i.  Churlei  Brooking.  Shipping  In  </  Stfff Breeze,  27}  x  44J  in. 
The  Parker  Gallery.  1.  Dame  Laura  Knight,  R.  A.  Springtime, 
|0  40  in.  The  Pint  Art  Society.  3.  W.  Lec-Hankey. 
Gibraltar,  25  30  in.  Messrs.  M.  Newman.  4.  ZofFany. 
Landscape  with  Indian  Family,  36  x  45J  in.  The  Leger  Galleries. 
5.  1'.  Honnard.  b'emme  a  la  Lampe  (1905),  oil  on  paper, 
1 7 A  23 1  in.  The  O'Hana  Gallery.  6.  Abraham  Mignon. 
Flowerpiece,  panel,  15  X  11$  in.  Signed  A  Mignon  fecit.  The 
John  Mitchell  Gallery. 
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The  Connoisseur's  Diary 

Church  Armour    :    Durer    :     Gainsborough's  House 


ARMOUR  students  have  long  been 
^familiar  with  the  two  tilt-helms  that  hang 
in  St.  George's  Chapel,  Windsor,  and  which  are 
now  associated,  on  no  very  certain  grounds, 
with  King  Edward  IV,  and  Henry  VIII's  brother- 
in-law,  Charles  Brandon,  Duke  of  Suffolk.  In 
Vol.  II  of  his  great  work  on  armour  and  weapons 
the  late  Sir  Guy  Laking  drew  attention  to  the  fact 
that  the  'Brandon'  helm  bears  a  very  close  resem- 
blance to  a  helm  in  the  Porte  de  Hal  Museum, 
Brussels,  which  bears  the  mark,  a  crowned 
orb  and  cross,  of  the  unknown  armourer 
who  made  Philip  the  Handsome's  armour 
in  the  Royal  Armoury,  Madrid  (See  Connoisseur, 
September,  i960). 

On  examining  the  Windsor  helm  recently, 
Mr.  Claude  Blair  of  the  Victoria  and  Albert 
Museum  discovered  that  it  is  stamped  three 
times  on  the  left  with  a  variant  of  the  same  mark. 


(Left  to  right).  Tilt-helm  (St.  George's  Chapel, 
Windsor) ;  crowned  orb  and  cross,  unknown 
armourer's  mark;  a  sallet  discovered  in  Stoulton 
Church,  Worcestershire.  See  first  story. 

This  fact  seems  to  have  hitherto  been  unnoticed. 
In  light  of  this  new  information  the  generally- 
accepted  view  that  the  Windsor  helm  and  a  group 
of  related  helms  in  churches  in  Britain  are  of 
English  origin  will  have  to  be  reconsidered.  It 
now  seems  much  more  likely  that  they  were 
imported — presumably  from  the  Low  Countries 
in  view  of  the  fact  that  Philip  the  Handsome's 
armour  bears  inscriptions  in  Flemish. 

Mr.  Blair  also  informs  me  that  he  and  Mr.  R. 
T.  Gwynn  have  discovered  yet  another  fine 
late-fifteenth-century  helmet,  of  the  type  known 
as  a  sallet,  in  an  English  church.  It  forms  part  of 
the  seventeenth-century  funeral  achievement  of 
an  unknown  member  of  the  Acton  family  in 
Stoulton  Church,  Worcestershire  and  is  particu- 
larly close  in  form  to  the  sallet  in  Standish 
Church,  Lancashire.  Its  surface,  like  that  of  the 
Standish  helmet,  is  too  corroded  for  any  maker's 
mark  to  be  visible  but  there  can  be  little  doubt 
that  it  is  of  Italian  origin,  for  a  number  of  similar 
headpieces  bearing  Milanese  marks  exist  in 
various  collections. 

The  Stoulton  helmet  has  been  cleaned  and 
treated  with  preservative  at  the  expense  of  the 
Arms  and  Armour  Society.  The  Society  has  also 
recently  paid  for  the  cleaning  and  treatment  of 
the  well-known  sallet  in  East  Sherford  Church, 
Berkshire,  a  process  that  has  provided  an  oppor- 
tunity for  the  removal  of  an  unsightly  seven- 

(Left).  Copper  engraving  by  Georg  Pencz 
(Germanischesnational-Museum,  Nurnberg)  and 
(right)  Head  of  a  Woman,  by  Hans  Schaufelein 
(Vienna  Kunsthistorisches  Museum) .  See'Masters 
in  Albrecht  Diirer's  Circle'. 


teenth-century  funerary  bevor  from  the  helmet. 
This  will  now  be  shown  separately.  It  should  be 
mentioned  that  the  very  interesting  church  at 
East  Shefford,  which  lay  derelict  for  many  years, 
has  now  been  restored  by  the  Friends  of  Friendless 
Churches. 

Masters  in  Albrecht  Diirer's  Circle: 
Important  Diary  Date 

THE  GERMANISCHES  Museum  is  organising 
an  exhibition  (July  to  September  1961)  which  is 
to  be  devoted  to  the  works  of  the  masters  who 
worked  with  Albrecht  Diirer  in  Nuremberg. 
Albrecht  Diirer's  individuality  and  his  artistic 
ability,  whose  supreme  importance  was  already 
recognised  by  his  contemporaries,  had  a  funda- 
mental influence  not  only  on  artists  who  were 
born  and  brought  up  in  Nuremberg,  but  also  on 
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Chose  who,  for  long  or  short  periods,  were 
attracted  to  the  city  from  many  parts  of  Ger- 
many. The  works  of  the  masters  Hans  von  Kulm- 
bach,  Leonhard  Schaufelein,  Hans  Baldung- 
Grien,  Wolf  Traut,  Hans  Springinklee,  Sebald 
and  Barthel  Beham,  Georg  Pencz  and  others, 
will  be  shown  with  paintings,  stained  glass 
windows,  drawings,  woodcuts  and  copper  en- 
gravings, whenever  their  artistic  form  can  be 
attributable  to  Diirer's  influence.  Until  now  no 
one  has  ever  tried  to  show  in  such  a  comprehen- 
sive manner  Diirer's  power  as  a  teacher  and  the 
wealth  of  artistic  creation  in  Nuremberg,  which 
is  attributable  to  the  meeting  of  artists  of  varied 
talents  with  the  great  master. 

Preliminary  plans  for  the  exhibition  have 
aroused  the  greatest  interest  and  anticipation  in 
Europe  and  America.  As  well  as  exhibits  from 
the  permanent  collections  in  the  Germanischen 
Museum  and  in  Nuremberg  churches,  the 
organisers  have  been  promised  works  from  40 
churches,  museums,  libraries  and  private  collec- 
tions in  Germany,  and  from  Berlin,  Dresden  and 
Leipzig,  Denmark,  England,  France,  Holland, 
Ireland,  Italy,  Poland,  Switzerland  and  America. 

Of  special  importance  is  the  promise  of  the 
surviving  parts  of  two  large  altars,  which  Hans 
von  Kulmbach  delivered  to  Cracow,  and  which 
are  now  kept  in  the  Maricnkirche  in  Cracow  and 
in  the  National  Museum  in  Warsaw;  other 
altars  by  Kulmbach  from  the  Uffizi  Gallery  in 
Florence  and  the  Munich  Pinakothek;  altars  by 
Schaufelein  from  the  Diocesan  Museum, 
Vienna,  from  Hamburg,  and  from  Gateshead, 
England ;  paintings  by  Diirer's  brother  Hans  from 


Four  portraits  by  Thomas  Gainsborough  now 
on  loan  to  Gainsborough's  House,  Suffolk:  (left 
to  right)  Mrs.  Prowse  (c.  1760),  Gentleman,  with 
Dog  in  Wood  (c.  1750),  Thomas  Prowse  (c.  1760), 
David  Garrick  (1770).  The  two  Prowse  subjects 
are  loaned  by  Mrs.  Pamela  Forde,  the  centre 
painting  by  Sir  Philip  Nichols,  and  the  Garrick 
by  Gabriel  Harrison,  Esq.  This  view  shows 
Tudor  work  in  the  entrance  hall. 


These  two  illustrations — of  a  capital  in  the 
Collegiate  Church,  Santillane  del  Mar  (Santan- 
dcr),  and  a  Romanesque  mural  painting  in  the 
portico  of  the  Col.  San  Isidora,  Leon — are 
reminders  that  the  dates  of  the  great  exhibition 
of  Romanesque  Art,  to  be  held  simultaneously 
in  Santiago  de  Compostela  and  Barcelona,  are 
July  10  to  October  10. 

Cracow  and  Venice;  sculptures  by  Barthel 
Beham  and  Georg  Pencz  from  the  Kunsthistoris- 
chen  Museum  in  Vienna;  drawings  by  Baldung, 
Kulmbach  and  Schaufelein  from  collections  in 
Basel,  Berlin,  Erlangcn  and  Munich;  manu- 
scripts from  the  Court  Library  in  Aschaffenburg 
and  the  diocesan  archives  in  Freiburg. 

Altogether  there  will  be  exhibited  about  120 
altars,  paintings  and  stained  glass  windows,  120 
drawings,  150  sheets  of  prints  and  50  books 
adorned  with  woodcuts  and  miniatures.  A  large 
scholarly  catalogue  is  in  preparation. 

Thomas  Gainsborough's  House 

THOMAS  Gainsborough's  birthplace  at  Sud- 
bury, Suffolk,  admirably  restored  and  recon- 
structed for  its  new  dual  function  as  a  permanent 
memorial  to  the  great  painter  and  as  a  regional 
centre  for  exhibitions  and  other  artistic  activities, 
is  now  officially  open  to  visitors.  The  successful 
conversion  of  this  delightful  house  into  a  worthy 
monument  to  Gainsborough  in  his  native  town, 
is  the  culmination  of  several  years  of  endeavour 
by  the  Mayor  of  Sudbury,  Colonel  G.  L.  J. 
Tuck  and  his  committee,  which  is  deserving  of 
the  highest  praise  and  continued  encouragement. 

The  house  has  been  purchased  with  the  help  of 
funds  raised  by  a  national  appeal,  to  which  the 
late  Sir  Alfred  Munnings  was  an  outstanding 
contributor.  A  Ministry  of  Works  grant  has 
enabled  its  repair  and  redecoration  to  be  com- 
pleted. The  restoration  has  been  carried  out  with 
a  view  to  preserving  and  revealing  the  interesting 
Tudor  framework  and  timbers  of  the  building, 
which  can  be  seen  in  my  illustration,  to  which 
John  Gainsborough,  the  painter's  father,  in  1723 


added  the  fine  brick  Georgian  front  and  possibly 
the  studio  at  the  back.  The  staircase  and  attrac- 
tive bow-fronted  rooms  facing  the  garden  were 
Regency  additions. 

For  the  occasion  of  the  opening,  a  special  loan 
exhibition  of  about  30  paintings  and  drawings 
by  Gainsborough,  with  an  appropriate  emphasis 
on  his  early  Suffolk  period  and  on  portraits  of 
his  Suffolk  and  other  personal  friends  (such  as  the 
Kilderbees  and  Garrick)  was  temporarily  hung  in 
the  house.  With  them  was  the  Arts  Council 
Exhibition  of  70  Gainsborough  drawings. 

Gainsborough's  House  Society,  while  con- 
tinuing to  control  the  use  of  the  house,  intend 
to  hand  it  over  in  due  course  to  the  National 
Trust.  For  this  purpose  it  will  be  necessary  to 
build  up  an  Endowment  Fund  of  ^6,000.  I  urge 
all  lovers  of  Gainsborough's  art  to  contribute  to 
this  fund,  cither  by  covenanted  subscription  of 
£2  2s.  od.  per  annum,  which  entitles  them  to 
Fellowship  of  the  Society,  or  by  a  minimum 


ordinary  subscription  of  ten  shillings.  Applica- 
tions should  be  sent  to  the  resident  Curator,  Mr. 
Frank  Rees,  Gainsborough's  House,  Sudbury. 

Sculpture  in  Bond  Street 

GALLERIES  specialising  in  small  works  of 
sculpture  and  other  objets  a"  art  are  all  too  few  in 
London.  Collectors  will  therefore  extend  a 
warm  welcome  to  Messrs.  Peel  and  Humphries 
whose  gallery  has  opened  at  37  New  Bond  Street. 
Mr.  David  Peel  has  formed  over  the  years  a 
choice  collection  of  marbles,  small  bronzes  and 
terracottas  which  has  expressed  his  taste  for  the 
art  of  the  baroque  and  rococo  periods.  The  other 
partner  in  the  new  venture,  Mr.  Cyril  Hum- 
phries, has  recently  been  acquiring,  among  a 
small  circle  of  collectors,  a  reputation  as  a  dealer 
with  a  fine  eye  for  bronze  statuettes  and  a  flair 
for  sculpture  generally. 

The  initial  stock  which  Messrs.  Peel  and 
Humphries  have  been  able  to  put  on  show  in 
Bond  Street  is  impressive.  It  includes  a  late 
sixteenth-century  Florentine  bust  of  Cosimo  I, 
possibly  by  Baccio  Bandinelli,  a  bronze  caryatid 


Two  illustrations  which  will  be  included  in 
Victorian  Porcelain  (in  'The  Victorian  Collector' 
series)  by  Geoffrey  Godden  and  due  from 
Herbert  Jenkins :  one  of  a  pair  of  i6£  in.  high 
Sevres  style  Minton  vases,  the  figure  panels  by 
Thomas  Allen  (q.v.  Connoisseur  Encyclopaedia  of 
Antiques,  Vol.  4,  pi.  67),  and  one  of  a  pair  of  I2f 
in.  high  'Royal  Worcester'  vases,  the  panels  by 
the  figure  artist  J.  Rushton. 

by  Annibale  Fontana,  and  a  gilt-bronze  figure  of 
a  boy  seated  on  a  skull  by  the  Nuremberg  artist 
Benedict  Wurzelbauer.  Later  works  of  sculpture 
include  a  delightful  group  of  a  putto  and  a 
satyr  signed  in  full  by  the  Bolognese  sculptor, 
Giuseppe  Mazza,  a  marble  bust  of  the  Marquise 
d'Hautefeuille  by  Augustin  Pajou,  and  an 
amusing  grotesque  terracotta  figure  of  a  vaga^ 
bond  signed  by  the  late  eighteenth-century 
French  sculptor,  F.  Holain.  There  are  also  two 
interesting  pieces  of  Italian  maiolica:  an  early 
sixteenth-century  Paduan  sgraffito  plaque  (similar 
to  one  in  the  Fitzwilliam  Museum)  and.a  dish  of 
about  1570  by  Virgiliotto  Calamelli. 

French  Altarpiece  Re-United 

THE  loan  of  some  further  pictures  by  Baron 
Thyssen-Borremisza  to  the  National  Gallery, 
London,  in  addition  to  those  forming  the 
Thyssen  Exhibition,  made  it  possible  to  re-unite 
temporarily  a  fifteenth-century  French  triptych. 
The  Gallery  possesses  the  left  wing  of  this,  show- 
ing 5.  Clement  and  a  Donor  (No.  2669).  Baron 
Thyssen  lent  the  central  panel  which  shows  The 
Virgin  and  Child,  and  the  right  wing  with  5. 
Elizabeth  of  Hungary  and  a  Donatrix.  The  three 
panels  (each  measuring  19  x  14  ins.  approximat- 
ely) appeared  to  be  in  their  original  frames. 

The  authorship  of  the  triptych  is  not  estab- 
lished, but  it  is  apparently  French  work  of  the 
late  fifteenth  century.  It  has  been  associated  with 
the  miniaturist  and  painter  Simon  Marmion 
(who  died  in  1489).  Two  fragments  of  an  altar- 
piece  ascribed  to  him  are  in  the  National  Gallery 
(Nos.  1302/3). 

Twentieth-Century  Scribe 

THE  original  of  the  manuscript  here  illustrated 
is  20  in.  deep  X  30  in.  wide.  The  colouring  is 
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Jr.  amp  1  jui  bcc diW  js  .*i>uuiHUu  bra tff  1  LuJjhuu  .-i  uitoi  Va<> 
liihiuaii  1  babf  itiruifi  jf  propbffj;  aui  uadrrjs'l  ...u  .m  uifltUrfifs 
laud  jit  icMWlf  4(ir  atioibimah  1  tui'r  all  faitb  *»  Mul  1  rould  tew** 
luc  uitfuutaius  juOiuvf      riurui:  1  am  uulmuu  lufl  iiu.ijtfi  1  be 
.  stow  all  uik.  uju j *  lu  fee j  Luc  poor  aui>  Ihouuh  1  aiuc  uii;  6 j Id  or  imrur 0  m 
laud  1,  .ur  uiu  rluritf!  uprofurib  wr  uoUuuji  (  baril,:  suffcrflb  lotui  auois-< 
«i.uj  r. ....-..(.  fuutrtb  uoi  rturuj:  vauuUlh  ui)t  u$rtf  15  uoi  pufffO  up  otnu*. 

.  t».*ljat»f  ilorif  uu$ccuil}>  scrHrth  not  bcr  omu  19  uoi  rasilg  prouoHrii  imiHrtb 
liui  con  i^noirrlb  not  iu  intuitu  hul  rf/oirrth  iu  lin*  truth  1  rarrUi  all  vee* 
J iniuas  brlirurlh  alt  thiuas  boprlb  all  ttuuas  ruuurrtb  all  iiuuas  t  hantg, 
'ufuf.faitflh  but  wbf Ibrr  Ihr rr  l»r  propbrrirs  Ibrp  shall  fail  wbaiuv  tbrro 
\  br  itiuuurs  Ibrp  Shall  rrasr  lohrtbr  r  Ibrrr  in*  tjuiiun.  j«r  II.....1,.  ..u^i 

or  tor  Huov  tu  part  anil  mc  prophesy  iu  part  1  ul  tuhru  thai  uihif b  t  s  prrfrrt. 
15  route  thru  thai  wbirb  15  in  pari  shall  br  Dour  auugaibcu  1  was  a  rbiio* 
1  5pattr  as  a  child  1  uu&r  rsiooS  as  a  child  1  thouam  35  a  rbtlo  1ml  wbf  u« 
1  brrauir  amau  v  put  awa,:  rbilMh  tbmas  I'or  uou>  u»r  srr  ihrouun  j 
*tttas.<  o.ir^.t  but  ihfu  faff  lo  faff  uou>  1  h'u.ui  m  .....  but  U)CU  s......  «  KuOW 

krtifuasalso  '  au»  tyAJWd  lu«>  ..»•-<  .....irtl  faith  bopc  fbanii.  iHf sc  UtftfAi 

fbut  U»f  urr. of  Ihf/fr    fbarild  a^agaoa»gap^gaf>Ai  -  -  • 

'c  ^  - 
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rich  and  profuse,  particularly  in  the  border 
decorations  which  frame  a  bold  clear  Gothic 
script  executed  in  sepia  ink  with  red  initial  letters. 
The  Scribe,  Nicholas  Goldfrap,  is  a  member  of  a 
Society  of  Scribes  and  Illuminators.  He  specialises 
in  the  illumination  of  religious  works.  This 
particular  manuscript  is  the  13th  chapter  of  St. 
Paul's  first  Epistle  to  the  Corinthians,  but  he  has 
also  done  two  books  'The  Order  of  Morning 
Prayer'  and  'The  Morning  Psalms'. 

Mr.  Goldfrap  is  the  first  to  admit  that  the  only 
original  thing  about  his  work  is  the  arrangement 
and  colour  of  the  components.  Each  part  is  in 
fact  a  copy  or  adaptation  of  the  original  taken 
from  a  great  variety  of  English,  French  and 
Flemish  works,  mainly  of  the  fourteenth  and 
fifteenth  centuries  and  blended  together  to  make 
a  manuscript  of  great  beauty  and  authenticity  of 
style. 

It  is  interesting  to  note  that  the  bar  border  is  an 
adaptation  of  a  similar  border  in  the  Bedford 
Horae  (English,  early  fifteenth  century).  The 
large  illuminated  initial  'T'  is  from  a  fifteenth 
century  French  tapestry ;  the  miniature  at  the  foot 
from  a  French  manuscript  of  the  same  period ; 
and  the  angels  on  each  side  of  it  came  from  a 
sixteenth-century  stained  glass  window. 

Those  interested  in  having  religious  manu- 
scripts or  books  prepared  for  them  by  Mr. 
Goldfrap  are  invited  to  get  in  touch  with  the 
Editor,  or  directly  to  121  'The  Chine',  Grange 
Park,  London,  N.21. 

Backer  and  Newman  Amalgamate 

MESSRS.  H.  E.  Backer,  Ltd.,  formerly  of  22 
Culross  Street,  London,  W.i.,  have  joined 
Newman  &  Newman  (Antiques)  Ltd.  at  156 
Brompton  Road,  London,  S.W.3.  In  future  the 
two  firms  will  trade  in  association  with  each 
other  and  will  continue  to  specialise  in  English 
and  Continental  porcelains,  faience,  maiolica  and 
pottery.  Fine  miniatures  and  furniture  will  also 
be  on  display. 

Modern  manuscript  illumination,  by  Nicholas 
Goldfrap.  See  'Twentieth-Century  Scribe'. 
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International 
Saleroom 


I.J.  M.  W.  Turner,  R.A.  Llangollen,  io£  X  i6£ 
in.  £3,000  (Sotheby's).  2.  Francesco  Guardi. 
Still  Life  of  Vase  and  Baskets  of  Flowers. 
,£ii,550  (Christie's).  3.  Pair  of  i6£  in.  high 
famille  rose  figures  of  cranes,  early  Ch'ien 
Lung.  £3,360  (Christie's).  4.  Sa'Di.  Guli- 
stan  (The  Rose  Garden),  Persian  manuscript, 
folio  62,  1500.  £6,500  (Sotheby's). 


5.  English  eighteenth-century  walnut  wing  chair,  ex  Lillian  S.  Whit- 
marsh  Collection.  Dollars  4,250  (Parke-Bernet's).  6.  Anglo-French  50  in. 
wide  marquetry  commode  attributed  to  Peter  Langlois,  c.  1760.  £2,415 
(Christie's).  7.  Circular-cut  diamond  set  solitaire  as  a  ring.  £14.500 
(Sotheby's). 


297 


International 
Saleroom 


8.  Bronze  bust,  17  in.  high,  of  Albert  Einstein 
by  Jacob  Epstein,  ex.  Hiram  J.  Halle  Col- 
lection. Dollars  7,000  (Parke-Bernet's).  9. 
Master  George  Charles  Meyer,  by  Jeremiah 
Meyer,  4  in.  high.  £630  (Christie's).  10. 
Adam/Chippendale  period  satin  wood  and 
mahogany  commode  mounted  with  ormolu, 
ex  Lillian  S.  Whitmarsh  Collection.  Dollars 
70,000  (Parke-Bernet's) :  a  world  record  price. 
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II 


The  auctioneers  at  the  Murat  Sale,  Paris  (see  Connoisseur,  May)  were  Mattre  J-P. 
Bcsancon  and  Me  D.  Vincent.  Other  prices  mentioned  (Palais  Galliera)  were  obtained 
by  Me  E.  Ader  and  Ph  Couturier. 


II.  Chippendale  period  kingwood 
and  burl  yew  marquetry  commode 
mounted  in  ormolu.  Dollars  10,000 
(Parke-Bernet's).  12.  Early  George 
III  wrought  gilded  silver  toilet  ser- 
vice (height  of  mirror  30  in.),  by 
Louis  Heme  and  Francis  Butly,  1761. 
Dollars  6,250  (Parke-Bernet's).  13. 
Louis  XIV  quadrangular  box,  11.J  in. 
wide,  by  Nicolas  Besnier,  Paris, 
1714.  £2,900  (Sotheby's). 

£1  =  2  jg  Dollars 
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SELLING  AT  CHRISTIE'S:  (Left).  From  a  Louis  XVI 
suite  of  six  fauteuils  and  a  canape  (June  8).  (Centre). 
Louis  XV  marquetry  petit  table  d'accouchee,  by  Francois 
Leleu,  28  in.  high  (June  8).  (Above).  Rare  Sevres  bour- 
dalou,  c.  1757  (June  5). 


J* 

9  ..jr. 


SELLING  AT  SOTHEBY'S  :  Portrait  of  the  Duke  of  Wellington,  by  Goya,  24  x  20  in.,  property 
of  the  Duke  of  Leeds  (June  14).  From  the  Helmingham  Herbal  and  Bestiary,  fifteenth  century,  to 
be  sold  by  Lord  Tollemache  (June  6).  H.  Fantin-Latour.  White  Roses  in  a  Vase,  signed  and  dated 
1875,  12}  x  ll|  in.  (June  28). 


SELLING  AT  GALERIE 
FISCHER  (Lucerne):  One  of 
two  wings  from  an  altar,  by 
the  Master  of  Rottwcil,  first 
half  15th  century,  panel  77  - 
60  cm.  Picter  Brueghel  the 
Younger.  Peasants'  Wedding, 
panel,  42  x  57  cm.  (June  13-19). 


Forthcoming 
Sales 
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I.  Beaker  of  turquoise  blue  glass,  with  gilt  and 
enamelled  decoration,  c.  1480.  2.  La  Grenouil- 
lere,  by  Claude  Monet,  dated  1869.  3.  Coffee 
pot,  by  D.  G.  Mariani,  Rome,  1753-56.  4.  Blue 
monochrome,    tulip    vase,    Delft,    c.  1715. 


The  Connoisseur  Antique 


/lr  nn  Jtt 


5.  Dutch  and  English  eighteenth-century  miniature  silver.  The  two-handled  cup  is  1  in.  high. 


I 


Incyclopaedia  -  Vol.  5 


6.  Costume  plate  designed  by  Jean  D.  de  Saint-Jean,  1688. 

7.  Kay  Khusraw  and  his  mother  fording  the  Jihun,  from  the 
Shahnama,  c.  1500.  8.  An  English  third  rate  running  in  a  light 
breeze,  by  Charles  Brooking.  9.  The  Apotheosis  of  Hercules, 
pen  and  ink  sketch  by  A.  D.  Gabbiani.  10.  Mahogany 
cabinet,  English  Gothic  Revival,  1760-70. 


THIS  is  the  fifth  and  final  volume,  just  published,  in  a 
memorable  series :  The  Connoisseur  Encyclopaedia  of  Antiques. 
It  is  also  appropriate  that  the  sixtieth  birthday  of  The  Connoisseur 
should  be  the  occasion  for  another  successful  publishing  event. 
Published  at  50s.  net,  this  new  volume  can  be  obtained  direct 
from  the  publishers  or  from  any  bookseller.  It  will  also  be  seen 
with  its  companion  volumes  at  the  Antique  Dealers'  Fair 
(Grosvenor  House,  London)  this  month. 

The  ten  illustrations  here  seen  are  taken  from  it  and  are  again 
indicative  of  the  wholly  international  and  broad  character  of 
collectors'  interests.  The  36  chapters  of  this  new  volume  include 
those  on:  Dutch  Delft,  Japanese  Armour,  Gothic  Revival 
Furnishings,  Italian,  Russian  and  Norwegian  Silver,  Persian 
Painting,  the  French  Impressionists,  English  and  Dutch  Marine 
Painting,  Victorian  Porcelain,  Scientific  Instruments.  Above  all, 
the  contents  of  this  and  the  other  four  volumes  are  lasting  com- 
panions and  tributes  to  all  private  collectors. 
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I.  Fran9ois  Boucher,  Landscape,  formerly  in  the  Maurice  Fenaille  Collection,  Paris. 


Fantasy- in  Boucher's  landscapes 
and  Fragonard's  figures 

Jacques  Mathey 


IN  1734  Oudry,  then  appointed  director  of  the  tapestry  manu- 
factory at  Beauvais,  asked  Francois  Boucher  to  design  some 
cartoons  for  tapestries.  It  was  from  this  moment,  we  learn  from 
the  Necrologe  and  the  Galerie  Frangaise,  that  Boucher  began  to 
interest  himself  in  landscapes,  and  this  genre  of  painting  now  be- 
came one  of  the  artist's  many  and  varied  activities. 

He  sent  a  Paysage  ou  parait  un  moulin  to  the  1739  Salon,  and  a 
Fbret  and  a  Moulin  to  that  of  1741,  and  finally,  in  1742,  he  sent  the 
Hameau  d'Isse,  destined  to  be  reproduced  on  a  large  scale  for  the 
Opera.  As  we  see  from  many  dated  examples,  from  now  until  the 
end  of  his  life  Boucher  continued  to  paint  this  sort  of  landscape, 
strewn  with  little  bridges  and  mills.  The  countryside  with  its  rich 
vegetation  recalls  the  fertile  lands  of  the  He  de  France.  It  is  peopled 
with  sturdy  washerwomen  and  rustic  shepherds  of  courtly 
appearance,  and  there  are  donkeys  laden  with  their  picturesque 
burdens,  and  domestic  animals.  These  pictures  with  their 
unwavering  precision  and  undoubted  originality  of  line  and 
colour  must  yet  be  to  some  extent  derived  from  some  source  other 
than  Boucher  himself.  Among  the  painters  who  influenced  him 
was  Benedetto  Castiglione,  whom  he  met  in  Italy,  with  his 
processions  of  herds  and  flocks,  so  numerous  and  so  huddled  that 
one  might  think  they  were  issuing  from  Noah's  ark.  Boucher 
returned  to  Paris  in  173 1  and  in  1735  he  was  making  the  engrav- 
ings for  a  Litre  d'Etudes,  after  the  drawings  of  Abraham  Blomaert, 
a  Dutchman  of  the  seventeenth  century  who  portrayed  very 
charmingly  the  peasants'  thatched  cottages,  surrounded  by  the 
delicately  drawn  medley  of  their  livestock,  ploughing  instru- 
ments, and  all  the  other  paraphernalia  of  a  farmyard.  But  Boucher 
learnt  most  of  all  from  the  engravings  executed  by  Wattcau  for 
Jean  dejullienne.  Watteau  was  de  Jullienne's  chief  collaborator  in 
the  Figures  de  different*  caracetres  from  1725  onwards.  We  find  here 
six  views,  now  known  only  in  these  reproductions,  of  the  Bievre, 
a  stream  crossed  by  rustic  bridges  laden  with  flocks,  its  waters 
almost  smothered  in  thickets  of  trees,  and  views  of  other  scenery 


in  the  Porcherons,  a  Parisian  suburb  animated  by  its  market 
gardeners.  We  find  clear  reminiscences  of  these  in  Boucher's 
landscapes,  and  a  crayon  sketch  of  a  cow  (No.  2)  shows  how  much 
he  had  learnt  from  the  painter  of  Valenciennes.  The  landscape 
from  the  former  Maurice  Fenaille  Collection  is  a  very  character- 
istic example  of  an  imaginative  landscape  painting  by  Boucher 
(No.  1).  This  happy  countryside,  which  Marie  Antoinette  wanted 
to  recreate  in  her  Trianon  hamlet,  these  trees  with  their  lush 
foliage,  might  well  be  the  very  same  country  which  the  Marquis 
of  Carabas  ranged  in  the  company  of  Puss  in  Boots,  in  Perrault's 
fairy  tale. 

Boucher  shares  with  the  great  creative  geniuses  this  power  to 
endow  with  a  style  and  a  logic  of  its  own  all  that  can  be  seen  on 
this  earth.  When  he  draws  a  cock  flapping  its  wings,  like  that  in 
the  Stockholm  Museum,  no  painter  of  animals  could  do  better; 
when  he  paints  still-life  at  the  feet  of  the  Diane  au  Bain  at  the 
Louvre,  he  rivals  the  finest  specialists  in  this  genre.  His  atelier 
contained  an  encyclopaedia  of  the  most  varied  objects,  hanging  on 
the  wall :  small  scale  models  of  a  coach,  a  hearse  and  a  wheelbarrow, 
and  miniature  furniture  for  a  child's  toy  farm.  Some  studies  arc 
drawn  from  life,  such  as  the  Vue  des  environs  de  Beauvais,  and  the 
scenes  of  Charenton  and  Fronvillc.  His  amazing  mastery  of  his 
art  enabled  him  to  recreate  in  living  form  all  the  elements  that 
make  up  a  countryside.  There  is  nothing  more  precious  in  this 
genre  than  the  Moulin  d'eau,  a  study  in  pastel  and  crayon  in  the 
Forsyth  Wickes  Collection  (No.  3). 

The  variety  of  the  themes  which  Fragonard  painted  so  joyfully 
is  infinite:  religious  scenes,  mythological  or  fabulous  subjects, 
landscapes  in  the  style  of  Ruysdael,  or  serving  as  a  frame  for 
pastoral  scenes,  frolics  ofputti,  nymphs  or  satyrs,  scenes  of  family 
life,  of  children  or  of  courtship,  allegories  of  love,  the  whole 
series  of  the  exchange  of  kisses  and  lovers'  tussles  beside  rumpled 
beds.  We  must  also  include  his  imaginative  portraits,  to  which 
must  be  assigned  a  place  of  honour. 
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After  his  return  from  Italy  in  1761  Fragonard  painted  numerous 
landscapes  for  his  clients.  In  1763  he  turned  his  attention  to 
'expressive  heads':  the  Due  d'Harcourt,  the  Due  de  Bcuvron, 
Monsieur  de  Breteuil,  the  Abbe  de  Saint  Non  were  painted  by 
him  in  'Spanish'  costumes.  It  was  not  in  vain  that  he  had  copied 
into  his  notebooks  so  many  characters  borrowed  from  the 
gesticulating  Baroque  of  the  Solimena,  the  Ricci  and  the  Tiepolo. 
In  his  own  work,  however,  he  dares  to  go  further  than  anyone 
else  in  this  sort  of  purloined  painting:  on  the  back  of  the  life-size 
bust  portrait  of  M.  de  la  Brcteche  may  be  read:  Peint  par  Fraoonard 
en  une  heure  de  temps.  The  Goncourts'  excellent  description  should 
be  quoted  here:  'Beneath  the  strokes  of  his  feverish  brush  the 
collars  froth  and  pucker,  the  folds  flow  this  way  and  that,  the 
cloaks  twist  about,  the  robes  arch  and  swell  in  great  swaggering 
curves :  the  blue,  vermilion  and  orange  simply  flow  .  .  . '  Here  are 
friends,  men  of  letters,  actors,  as  well  as  a  gallery  of  old  men, 
prophets,  Doges,  or  just  ordinary  old  men.  Seen  by  a  second-rate 
painter  an  old  man  is  a  dull  statement  of  decrepitude  or  the 
expression  of  an  academic  formula:  witness  the  river  gods  and 
great  priests  by  Lebrun,  Coypel  and  Vien.  Lagneau  could  produce 
admirable  caricatures  from  the  almost  cartographic  effect  of  the 
network  of  wrinkles  which  life  has  engraved  on  toothless  faces. 
Rubens  and  Van  Dyck  made  their  apostles  as  bushy  as  old  rocks, 
and  their  imperious  air  enchanted  Watteau  who  copied  therein 
sanguine  with  ever  renewed  enthusiasm.  Tiepolo's  love  of  grand- 
eur struggles  with  his  sense  of  the  fantastic,  as  when  he  paints  his 
Magi  kings  whose  weather-beaten  faces  peer  from  among  the 
silks,  the  embroideries  and  the  glitter  of  precious  stones.  His 
Neptunes  are  ancient  figures  covered  with  streaming  hair  and 
beards  which  the  sea  wind  ruffles,  like  the  foam  on  the  crest  of 
waves,  and  his  old  men  have  something  of  the  majesty  of  those 
age-old  cedars  that  the  passing  of  time  has  enriched  with  endless 
ramifications.  The  Saint  Jerome  (No.  4)  of  Fragonard  may  be 
classed  with  the  masterpieces  of  this  genre.  Here  'the  artist  sets  fire 
to  his  colours,  his  hand  dashes  on  the  pigment  so  swiftly  that  the 
impression  of  the  brush  remains,  like  the  mark  of  the  chisel  on  the 
clay,  and  we  see  the  birth  of  a  picture  which  holds  the  sunlight  of 
Venice'.  A  kind  of  electric  current  animates  this  ravaged  but  still 
powerful  body.  An  old  catalogue  calls  the  picture  Saint  Jerome 
lisant  dans  Venthonsiasme.  This  inspired  old  man  might  also  be  an 
alchemist  who,  after  a  whole  lifetime  spent  in  searching,  has,  upon 
turning  a  page,  discovered  the  formula  for  the  philosopher's  stone. 

We  see  in  some  of  his  drawings  certain  points  of  departure  for 
his  Saint  Jerome  and  some  similarities,  as  for  example  in  the  bistre 
sketch  (No.  5)  which  shows  a  head  inclined  towards  the  shoulder. 
In  spite  of  the  painter's  prodigious  talent  for  recreating  what  he 
has  seen,  so  much  precision  in  the  analysis  of  the  various  planes  of 
a  face  indicates  that  this  sketch  was  drawn  from  a  model.  It  must 
have  been  of  some  use  for  his  Holy  Families.  Let  us  now  turn  to 
the  sheet  which  once  belonged  to  the  Goncourts  and  to  Byron. 
It  represents  L' amour  de  /'Or  (No.  6)  and  consists  of  two  figures, 
the  smooth  countenance  of  a  young  woman  and  the  ravaged  face 
of  an  old  man,  distorted  with  laughter.  The  sculptural  quality,  the 
power  and  distribution  of  the  light  and  the  extraordinary  pre- 
cision of  the  execution  recall  certain  paintings  by  Daumier. 

The  two  little  rogues  representing  Le  Jour  (No.  7)  and  La  Nuit 
(No.  8),  which  once  belonged  to  M.  Fenaillc,  are  the  first  attempts 
at  the  theme  of  the  two  large  oval  pendants  which  appeared  at  the 
sale  of  the  E.  Kraemer  Collection  (Nos.  21  and  22  of  the  catalogue, 
in  which  they  arc  reproduced.  Paris,  April  28,  191 3).  They  are 
pretty  examples  from  the  swarm  of  Cupids  which  Fragonard  has 
scattered  in  profusion  around  his  Venus  and  Aurore.  They  are  akin 
to  those  which  Albani  and  Boucher  had  painted,  but  are  perhaps 
more  lively  and  mischievous  than  their  elder  brothers. 


4.  Saint  Jerome,  by  Fragonard. 
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The  Connoisseur  in 


America 


Malcolm  Vaughan 


Arts  of  the  Han  Dynasty 

BECAUSE  of  limited  space  in  its  own 
home,  the  Chinese  Art  Society  of  America 
was  offered  the  galleries  of  Asia  House  for  an 
extraordinary  exhibition  in  New  York  of  the 
arts  of  the  Han  Dynasty  (206  B.C.-A.D.  221). 
As  exhibitions  go  in  the  United  States,  this  one, 
presenting  about  a  hundred  items,  was  fairly 
small.  Its  high  quality,  however,  was  remark- 
able. The  exhibits  were  loans  from  the  best 
private  and  public  collections.  They  comprised 
superb  examples  of  stone  carving,  bronze  work, 
pottery,  glass,  jewellery,  lacquer,  shell  painting, 
and  silk  weaving.  The  marvellous  variety  re- 
minded one  of  Fcnollosa's  summary  of  Han 
civilization:  'a  great  historic  wave  of  Chinese 
culture  surged  up  into  a  shining  spray  of  forms'. 
Indeed,  the  Han  Dynasty  might  be  compared  to 
the  Renaissance  in  Italy ;  for  it  brought  a  Chinese 
mediaeval  period  to  an  end,  revived  Chinese 
literature,  religion,  philosophy,  scholarship, 
theories  of  government,  and  both  the  fine  and 
the  decorative  arts.  The  revival  reached  a  special 
height  in  the  'golden  age'  of  the  vigorous, 
peasant-born  general  who  became  the  Emperor : 
Wu-ti  (140-87  B.C.).  Wu-ti's  military  authority 
extended  over  a  vast  portion  of  Asia,  and  his 
fame  as  far  west  as  the  Caspian  Sea,  or  the  border 
of  the  Roman  Empire. 

The  exhibition  was  so  well  organized  as  to 
prove  illuminating.  It  stood  as  a  microcosm  of 
the  Han  arts.  It  permitted  one  to  see  unity  in  the 
multiplicity,  to  grasp  the  underlying  character  of 
Han  art  while  noting  both  its  diversity  of  styles 
and  its  repeated  use  of  similar  decorative  motifs 
across  the  entire  field  of  art,  from  tomb  carving 
to  silk  weaving.  No  doubt  the  reason  for  so 
much  coherence  in  design  is  that  most  Han  art 
which  has  come  down  to  us  was  created  for  the 
tomb.  Much  Han  pottery,  for  example,  was 
made  for  burial.  Accordingly,  decorations  carved 
on  the  walls  of  tombs  influence  decorations  on 
the  potteries,  as  also  the  bronzes,  jades,  glass,  and 
lacquering.  The  powerful  forms  in  combination 
with  the  graceful,  even  refined,  decoration  clearly 
reflects  the  force,  the  imperial  vigour  of  the 
dynasty,  and  the  refinement  that  arises  after  a 
people  are  culturally  reborn. 

One  of  the  great  rarities  on  view  was  a  tomb 
wall-slab  in  limestone  carved  in  relief  by  the 
technique  of  cutting  away  the  background.  Its 
carved  designs  of  dancers  and  horsemen  are 
fluidly  linear,  more  pictorial  than  sculptural, 
probably  due  to  imitation  of  tomb  wall-paint- 
ing. The  potteries  on  view  were  exceptionally 
rare.  It  used  to  be  said  that  the  glazing  of  pottery 
began  in  the  Han  Dynasty.  Certainly  Han  glaz- 
ing is  a  distinctly  creative  achievement.  Made 
for  the  tomb,  many  of  these  potteries  have  an 
air  about  them  of  perfection,  of  poetry.  Yet  the 
forms  are  basically  utilitarian.  In  thought,  these 
burial  objects — ming  ch'i — reflect  the  architec- 


ture,  life  and  customs  of  Han  times  in  the  same 
way  that  Egyptian  tomb  manikins  tell  us  of 
Egyptian  life.  The  Han  selections  showed  us  a 
Chinese  goat  pen,  barnyard,  grain  mill,  cook 
stove,  well-head,  and  a  valuable  architectural 
document — one  of  the  chief  treasures  of  the 
show — a  three  storey  watch-tower  surrounded 
by  a  moat  with  mounted  horsemen  guarding  the 
approaches  and  soldiers  keeping  watch  on  the 
balconies.  A  number  of  wine  jars,  bowls,  and 
other  pottery  vessels  possessed  the  strong,  simple 
forms  and  brief  vigorous  decoration  which 
have  made  Han  pottery  acclaimed  today  around 
the  world.  Tomb  figures  of  human  beings  and 
animals  were  also  included. 

The  bronze  ceremonial  vases  and  vessels  on 
display  were  excellent  examples,  though  Han 
bronzes  are  not  considered  as  great  as  the  mag- 
nificent ritual  bronzes  made  in  the  earlier  periods 
of  Shang  and  Chou.  In  the  more  worldly  Han 
era,  as  has  been  pointed  out,  'an  era  which  saw 
the  upheaval  of  the  old  social  order,  the  over- 


Two  rare  items  in  the  Han  Dynasty  exhibition 
in  New  York :  a  47  in.  high  pottery  watch  tower 
in  green  glaze  (Royal  Ontario  Museum)  and  a 
carved  tomb  slab,  40  x  24  in.  (Atkins  Museum, 
Kansas  City). 


throw  of  feudalism,  and  the  establishment  of  an 
empire,  it  was  inevitable  that  the  old  beliefs  in 
the  powers  of  the  ancestors  and  the  forces  of 
nature,  which  had  originally  led  to  the  casting  of 
magnificent  ritual  bronzes  for  use  in  the  ances- 
tral temple,  should  come  to  an  end'.  The  section 
of  small  objects  in  the  exhibition  included  orna- 
ments such  as  buckles,  carved  jade  amulets, 
jewellery,  glass,  and  two  small  shell-paintings 
(actually  like  miniature  versions  of  western  cave- 
man paintings).  These  two  paintings  are  unique, 
so  far  as  this  reviewer  knows. 

A  permanent  record  of  the  memorable  show 
is  preserved  in  an  illustrated  catalogue  prepared 
by  an  outstanding  young  scholar  of  Oriental 
Art,  Henry  Trubner,  Curator  of  the  Far  Eastern 
Department  of  the  Royal  Ontario  Museum  in 
Toronto,  Canada.  It  was  also  he  who  arranged 
the  display.  The  exhibition  could  not  have  been 
held  without  the  generous  co-operation  oi  the 
president  of  the  Asia  Society,  Mr.  John  D. 
Rockefeller  III. 
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Five  more  loans  to  the  Han  Exhibition.  (Left, 
top).  Gilt-bronze  tripod,  4 J-  in.  high  (Dr.  & 
Mrs.  Arthur  Sackler  Collection);  (centre),  The 
Hunt,  a  painted  sea  shell  (Cleveland  Museum) ; 
(bottom),  gilt-bronze  sleeve  weight  (Mr.  &  Mrs. 
James  W.  Alsdorf  Collection);  (below,  top), 
silver  3f  in.  high  tiger  (Mr.  &  Mrs.  Severance  A. 
Millikin  Collection);  standing  boar,  3^  in.  high, 
in  green  glaze  pottery  (Mr.  &  Mrs.  Eugene 
Bernet  Collection). 
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Boston  and  Los  Angeles  Hold 
Modigliani  Retrospective 

A  MAJOR  exhibition  of  the  season  was  the 
handsome  Modigliani  show  that  opened  at  the 
Museum  of  Fine  Arts,  Boston,  and  was  then 
shipped  across  the  continent  and  presented  at  the 
Los  Angeles  County  Museum.  Of  the  four 
hundred  and  fifty  canvases  painted  by  Modig- 
liani in  his  lifetime,  some  forty-five  were 
borrowed  for  the  occasion.  A  similar  number  of 
drawings  were  selected.  Together,  they  offered  a 
full-length  retrospective  of  his  work.  Modig- 
liani, the  man,  was  neurotic,  an  alcoholic,  and 
fevered  with  tuberculosis.  His  work  was  impul- 
sive and  in  consequence  uneven.  He  made  'tiger- 
leaps'  at  the  heart  of  painting  and  drawing,  and 
seldom  returned  to  improve  his  leap.  In  most 
exhibitions  of  his  art,  bad  works  are  shockingly 
mixed  in  with  the  good.  Happily  in  this  present- 
ation, only  good  examples  were  shown,  due  to 
the  fact  that  the  selection  was  made  by  an  in- 
formed Modigliani  devotee,  Frederick  S.  Wight, 
Director  of  the  Art  Galleries  of  the  University  of 
California. 

The  exhibition  held  the  mirror  up  to  Modig- 
liani's  career.  It  reflected  the  several  stages  of  his 
development.  It  showed  how  he  began  as  a 
poetic  mannerist,  came  on  to  stylized  compos- 
itions of  linked-oval  forms,  for  which  he  is  best 
known,  and  was  tending  toward  patterned 
naturalism  when  death  overtook  him  at  thirty- 
six.  The  influences  that  led  him  to  this  develop- 
ment were  clearly  marked:  Lautrec  in  general; 
Cezanne,  in  colouring  and  at  times  in  form; 
Soutine,  as  a  figure  painter;  and,  centrally,  the 
influence  of  Brancusi,  from  whom  Modigliani 
got  his  concept  of  art  as  a  series  of  linked  ovals, 
and  his  notion  of  form  in  painting  as  coloured 
sculpture  against  a  background  that  is  only  a 
wrap  -around  or  niche.  The  patterned  naturalism 
which  becomes  increasingly  apparent  in  the  last 
five  years  of  his  life  seems  to  spring  from  within 
him ;  though  the  influence  of  Gauguin,  Matisse, 
and  other  decorative  naturalists  is  noticeable. 
Modigliani's  nudes  and  some  of  the  late  portraits 
are  so  naturalistic  as  to  leave  one  wondering  how 
close  to  nature  he  might  have  turned,  had  he 
lived.  He  probably  would  have  given  himself  up 
to  it;  for  instinctive  expression  in  art  was  his 
ideal.  Indeed,  to  arrive  at  instinct  was  for  him  a 
reason  for  drinking  alcohol.  Mr.  Wight  tells  a 
significant  story  in  this  connection,  quoting 
Modigliani's  friend,  Chana  Orloff:  'It  seemed  to 
me  that  in  Modigliani  the  subconscious  had 
taken  the  place  of  the  conscious.  To  work  well 
he  had  to  have  two  or  three  glasses  of  wine. 
After  the  first,  it  didn't  work;  after  the  second, 
things  were  a  little  better;  after  the  third  his 
hand  worked  on  its  own  ....  He  threw  away 
sketches  [he  made]  when  he  was  sober.  He  drew 
with  incredible  facility  when  intoxicated'. 

Leading  collectors  of  modern  art  in  England 
and  America  joined  with  numerous  museums  to 
make  this  retrospective  an  unparalleled  oppor- 
tunity to  examine  Modigliani's  achievement.  To 
be  sure,  the  great  collection  of  the  Barnes  Found- 
ation was  not  available,  nor  could  Chester  Dale 
lend  any  of  the  masterworks  he  owns.  But  Mr. 
and  Mrs.  J.  W.  Alsdorf,  of  Chicago,  lent  a 
number  of  their  marvellous  drawings.  And 


other  leading  collectors  included :  Harry  Abrams, 
Lee  Ault,  Miss  Adelaide  de  Groot,  Ralph  Colin, 
and  Henry  Pearlman,  all  of  New  York;  Dr. 
Edward  Hanlcy,  Bradford,  Pennsylvania,  Mr. 
and  Mrs.  Vincent  Price,  Los  Angeles;  Mr.  and 
Mrs.  Joseph  Pulitzer,  St.  Louis;  Mr.  and  Mrs. 
Edward  G.  Robinson,  Beverly  Hills,  California; 
and  Mrs.  Robert  Sainsbury,  London. 

Woburn  Abbey  Treasures 
Lent  to  West  Coast  Museums 

AN  important  new  development  in  cultural 
relations  between  England  and  America  occurred 
this  winter  when  the  Duke  of  Bedford  lent  a 
selection  of  treasurers  from  Woburn  Abbey  for 
exhibition  overseas.  The  treasures  were  shown 
in  three  cities  on  the  Pacific  Coast :  at  the  Port- 
land, Oregon,  Art  Museum;  the  Art  Gallery  in 
Vancouver,  British  Columbia;  and  the  De 
Young  Museum  in  San  Francisco.  Twenty-five 
first-class  paintings  by  old  masters  were  on  dis- 
play, together  with  two  famous  Mortlake  tapes- 
tries, a  score  of  fine  pieces  of  Georgian  silver,  and 
a  few  examples  of  European  silver.  Art  treasure's 
of  greater  distinction  have  never  been  seen  on 
the  Pacific  Coast;  and  the  personal  touch,  the 
fact  that  these  works  of  art  from  one  of  the 
greatest  of  English  houses  were  being  lent  by  the 
Duke  in  order  that  Americans  might  better 
understand  England's  history  and  her  heritage 
helped  stir  Americans  and  Canadians  to  attend. 
People  flocked  to  the  show.  The  occasion  was  so 
cordial  one  could  not  help  but  think  that  the 
British  Government  might  follow  more  exten- 


sively the  Duke  of  Bedford's  lead  in  lending 
England's  cultural  treasures  for  exhibition 
abroad. 

Among  the  paintings  on  view,  perhaps  the 
best  known  was  the  full-length  portrait  Anne 
Countess  of  Bedford,  by  'the  father  of  English  por- 
traiture', Van  Dyck — 'the  loveliest  picture  at 
Woburn',  according  to  the  Duke.  Two  other 
fine  Van  Dycks  were  on  view:  a  Portrait  of 
Francis,  4th  Earl  of  Bedford,  and  a  famous  group- 
portrait,  said  to  be  of  Daniel  Mytens  and  his  wife. 
The  Netherlands  schools  were  represented  by  a 
number  of  other  notable  works:  two  Rem- 
brandts — a  great  self-portrait,  and  a  figure  piece, 
Girl  at  a  House  Door;  A  Frans  Hals  portrait  of  a 
gentleman;  a  well-known  Jan  Stcen,  Twelfth 
Night  Feast;  and  excellent  examples  by  Van 
Goyen,  Paulus  Potter,  and  Teniers  the  Younger. 
The  same  high  level  of  quality  was  seen  in 
pictures  representing  the  English,  French,  and 
Italian  school.  In  fact,  several  of  these  pictures, 
such  as  Gainsborough's  Milkmaid,  Poussin's 
David  spying  on  Bathsheba,  aod  a  view  of  the 
Grand  Canal,  Venice,  by  Canaletto,  were  works 
of  the  highest  quality. 

The  occasion  was  again  unique  in  that  the 
exhibition  included  decorative  arts.  It  seems  that 
nobody  until  now,  English  or  European,  had 
ever  thought  of  showing  Americans  their  an- 
cestral silver.  In  fact,  many  of  the  finest  house 
furnishings  ever  created  have  reached  America 
by  purchase.  Occasionally  a  great  collection,  such 
as  the  late  Lord  Leverhulme's,  has  been  dis- 
played in  a  New  York  auction  gallery  for  a  few 


(Below,  left).  Portrait  of  Marguerite,  by  Modigliani  (c.  1917),  31^  X  ^^h  in.  Harry  N.  Abrams  Family 
Collection.  (Right).  Portrait  of  Anne  Carr,  Countess  of  Bedford,  by  Sir  Anthony  Van  Dyck  (c.  1637), 
85  X  5iy  in.  From  the^Woburn  Abbey  Collections. 
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days  prior  to  sale.  Yet  no  one  heretofore  has 
thought  to  privilege  us  by  showing  us  their  heir- 
looms for  a  season.  The  silver  lent  from  Woburn 
extended  to  less  than  two  dozen  pieces,  but 
what  superior  pieces  they  were.  There  was  a 
George  I  oval  soup  tureen  and  cover,  by  Lam- 
erie,  chased  with  masks  in  medallions  and  bands 
of  strapwork,  shells  and  rosettes,  with  hands 
chased  as  grotesque  masks.  Also  by  Lameric  was 
a  pair  of  George  II  baskets  and  ladles,  the  baskets 
pierced  and  chased  with  cornucopias,  Apollo 
masks,  and  hampers  of  flowers.  In  the  style  of 
Lameric,  there  was  a  set  of  six  George  II  rococo- 
style  candlesticks  with  two  branches — the  bases 
octagonal,  the  balusrer  stems  chased  with  cherub 
masks,  shells  and  panels  of  scalework.  The 
branches  (bearing  Lamerie's  mark),  are  formed 
as  female  caryatids,  with  petal  waxpans  and 
flame  fmials.  From  the  hand  of  Paul  Storr  there 
was  a  George  III  tall  vase  and  cover,  originally  a 
tea  urn,  in  silver-gilt,  chased  with  masks  and 
foliage,  the  tripod  form  on  hoof  feet  surmounted 
by  sphinx  and  circular  plinth  on  claw  feet,  the 
cover  bearing  a  water  nymph. 

Special  mention  should  be  made  of  two  tapes- 
tries in  the  exhibition.  They  are  two  of  seven 
tapestries  commissioned  by  the  5  th  Earl  of  Bed- 
ford, and  woven  at  Mortlake  in  1664  after 
Raphael's  celebrated  cartoons,  The  Acts  of  the 
Apostles.  The  Italian  Renaissance  cartoons  were 
originally  commissioned  of  Raphael  by  Pope 


(Top  and  centre  left).  Among  a  group  of  fine 
Sevres  given  to  the  Toledo  Museum  by  Mr. 
Royce  G.  Martin:  an  oval  verricre,  n.l  8  in., 
5.]  in.  high,  and  a  9  in.  long  condiment  dish  with 
two  covered  cups.  (Bottom,  left).  French 
eighteenth-century  brocaded  satin  upholstery 
fragment  in  the  chinoiserie  style  of  Jean  Pillc- 
ment.  Los  Angeles  County  Museum.  (Above). 
Graeco-Roman  8'  in.  high  marble  head  (A.D. 
313-314)  of  Constantia,  half-sister  of  Constan- 
tino the  Great.  The  Art  Institute  of  Chicago. 
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Leo  X  as  designs  for  tapestries  to  be  hung  in  the 
Sistine  Chapel  of  the  Vatican.  When  the 
finished  tapestries  were  first  hung  in  the  chapel, 
alongside  the  mural  paintings  by  Michelangelo, 
they  were  received  with  loud  acclaim.  The 
Wobum  Mortlake  versions  were  received  with 
similar  applause  this  winter  along  the  Pacific 
Coast.  The  citizens  of  Portland,  Vancouver  and 
San  Francisco  have  seldom  come  closer  to 
touching,  through  art,  the  history  of  another 
land. 

Famous  Sevres  in  Ohio 

IN  Ohio,  the  Toledo  Museum  of  Art  has  been 
given  a  group  of  superlative  examples  of  Sevres 
porcelain.  The  eighteen  pieces  originally  formed 
part  of  a  dinner  service  already  celebrated  in  the 
eighteenth  century  as  Sevres  at  its  best— the 
dinner  service  made  for  Cardinal  Rohan.  Com- 
missioned by  the  cardinal  prince  in  1772.  when 
he  was  appointed  ambassador  to  Austria,  this 
service  of  three  hundred  and  sixty  pieces  was 
conceived  and  designed  to  impress  foreigners 
who  saw  it  with  the  artistic  distinction  of  France. 
Executed  in  soft  paste,  it  was  decorated  by 
Aloncle,  the  elder  Chapuis,  Evans  and  Fallot  (all 
specialist  painters  each  in  a  certain  field).  The 
decorations  appear  on  a  ground  of  turquoise 
{celeste  bleu)  and  comprise  sprays  of  gold  oak 
leaves  garlanding  white  medallions  painted  with 
brilliantly  coloured  birds  disporting  themselves 
among  flowers  and  plants.  The  gold  decorations, 
rich  yet  discreet,  are  exceptionally  fine— two 
shades,  green  gold  and  yellow  gold,  being  em- 
ployed. In  the  eighteen  pieces  acquired  by  the 
Toledo  Museum  there  are  several  standing 
dishes— an  oval  verriere,  a  cylindrical  cache-pot, 
a  scalloped,  sexagonal  dessert  stand— and  various 
dishes  in  attractive  shapes,  such  as  sweetmeat 
shells  and  condiment  jars  with  covers.  The 
Sevres  ledger  still  exists  listing  the  cost  of  this 
service  as  20,772  bvres  (today  about  §20,000). 
The  surviving  pieces  in  Ohio  possess  quite  a 
pedigree,  having  passed  through  the  Demidoff" 
Collection  in  Florence,  the  Earl  of  Dudley,  andthe 
Paris  Rothschild  family  before  coming  to  Toledo. 

Chicago  Acquires  Late  Greek  Head 

EXCEPT  for  its  broken  nose,  the  late  Greek 
marble  head  of  a  woman,  recently  acquired  by 
the  Art  Institute  of  Chicago,  well  preserves  the 
portrait  style  of  Athenian  sculpture  in  the  fourth 
century,  A.D.  From  commemorative  coins  of  the 
period,  it  has  been  possible  to  identify  this  smaU 
court-portrait  as  a  head  of  Constantia,  half- 
sister  of  Constantine  the  Great,  and  wife  of  his 
rival,  Licinius.  From  records  of  the  day,  the  date 
of  the  work  can  be  closely  determined  as  A.D. 
313-314.  Constantia  was  married  to  Licinius  in 
Milan  in  March,  3U  -  The  following  month  her 
ambitious  husband  seized  control  of  the  Roman 
Empire  in  the  East  and  set  himself  up  as  its  em- 
peror. Fhs  triumph,  however,  was  short  lived. 


Wax  3oi  in.  high  maquette  for  equestrian  statue  of  Louis  XIV,  by  Francois  Girardon  (1628-1715). 
The  gift  of  Mr.  &  Mrs.  James  W.  Fosburgh  to  Yale  University  Art  Gallery. 


His  wife's  brother,  Constantine,  was  furious.  A 
year  and  a  half  afterwards  Constantine  attacked 
Licinius;  twice  defeated  him  in  battle;  reduced 
his  dominion  to  Thrace,  Asia  Minor,  Syria,  and 
Egypt;  picked  another  war  with  him  ten  years 
later:  this  rime  took  all  his  lands  from  him,  and 
finally  executed  him.  Throughout  this  blood- 
shed Constantine's  affection  for  his  sister  re- 
mained unchanged.  He  treated  her  royally,  and 
upon  her  death  he  ordered  to  be  made  the  com- 
memorative coins  from  which  her  head  in 
marble  is  now  identified. 

In  all  this  circumstance  it  seems  indicated  that 
the  court  portrait  of  Constantia  must  have  been 
carved  in  the  happy  year  and  a  half  when  she 
was  Empress  of  the  Roman  Empire  in  the  East. 


The  sty  le  and  details  of  workmanship  are  Athe- 
nian with  Roman  overtones  of  the  period,  and 
the  age  of  the  young  sitter— in  the  early  twen- 
ties—corresponds to  Constantia's  age  at  the  time. 
The  head  is  most  likely  a  fragment  of  a  statue  of 
her.  The  form  is  masterly,  the  carving  firm,  the 
outline  crisp,  the  features  rather  close  to  nature, 
and  the  modelling  individualistic  enough  for  us 
to  notice  the  plump  health,  the  large  eyes,  the 
delicately  resolute  mouth,  and  the  oval  head  set 
off  by  dressing  the  hair  in  braids  over  waved 
fluffs  that  soften  the  forehead  and  the  temples. 
It  is  a  fine  example  of  the  late  Attic  sculpture,  and 
makes  a  handsome  addition  to  the  small  but 
choice  collection  of  Greek  and  Roman  marbles 
in  the  Art  Institute  of  Chicago. 
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very  attractive  Hepplewhite  mahogany  serpentine  Sideboard /Cabinet  of  a  rare  design.  Circa  1785. 
Length  60  inches.  Depth  at  centre  26  inches.  Depth  at  side  22  inches.  Height  33  inches. 
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Malaga  Clay  Figures,  by  Peter  Winckworth  (Art.)  . .        . .        . .  106 

Marine  Art— see  Early  English 
Marine  Artist — see  Fine 

Masterpiece  of  French  Furniture  (Note)         . .        . .        . .        . .        . .  41 

Masters  in  Albrecht  Diirer's  Circle  (Note)      . .        . .        . .        . .        . .  294 

Mediaeval  Recipe  (Note)  . .        . .        . .        . .        . .        . .        . .  120 

Meissen   Figures:    The   Fisher   Collection.    Early,    by   Patrick  Synge- 

Hutchinson  (Art.) . .        . .        . .        . .        .  .        . .        . .        . .  96 

Metropolitan  Museum  of  Art,  New  York — see  French  Art  Stirs  America 

Ditto — see  French  Domestic  Silver 

Mignon,  Abraham — see  Floral  Masterpiece 

Minneapolis  Institute  of  Arts — see  Unique  Paul  Revere  Tea  Set 

Mitchell,  John,  Gallery — see  Floral  Masterpiece 

Ditto — see  Hagar  and  Ishmael 

Ditto — see  Lovely  Little  Landscape 

Modigliani — see  Boston  and  Los  Angeles 

Mommers,  Hendrik — see  Hagar  and  Ishmael 

Monnoyer,  Jean  'Baptiste' — see  Triumph  of  Flowers 

Monomy,  Peter,  see  Early  English  Marine  Art 

More  paintings  at  the  British  Museum,  by  J.  R.  Fawcett  Thompson  and  F. 

Gordon  Roe  (Art.)   189 

Moretti:  Newcomer  (Note)      ..        ..        ..        ..        ..        ..  ..211 

Morris  Society,  The  William — see  Floud  Memorial  Prize 

Mote,  G.  W.,  by  Adrian  Bury  (Note)  . .        . .  . .        . .  206 

Mount  Trust  Collection  of  Chinese  Art,  The  Connoisseurship  of  the,  by 

Peter  C.  Swann  (Art.)     . .        . .        .  .•       . .        . .        . .        . .  155 

Much  Travelled  Hortense  (Note)         . .        . .        . .        . .        . .        . .  44 

Museums — see  Americans  Like  Their 
Ditto — see  Europe  and  4,800 

Museums  of  Europe,  The.  No.  1.  The  Musees  Curtius  and  d'Ansembourg, 

Liege  (Art.)         . .       . .       . .       ....       . .       . .  122 

Ditto — No.  2.  The  Kunstgewerbemuseum,  Cologne  (Art.)  . .        .  .        .  .  173 

Nabobs  and  Rupees,  by  Adrian  Bury  (Note)  .  .        . .        . .        . .        . .  292 

National  Book  League — see  European  Art  History 
National  Gallery,  London — see  French  Altarpiece 

National  Gallery  of  Art,  Washington,  D.C. — see  French  Art  Stirs  America 
Naval  Occasion,  A,  by  Adrian  Bury  (Note)   . .        . .        . .        . .  291 

Needlework  Tapestries  and  Textiles  in  the  Irwin  Untermyer  Collection, 

English  and  other,  by  J.  L.  N.  (Art.)  80 

Netherlandish  Masters  at  the  Koetser  Gallery.  Two  Worlds.  Italian  and  (Art.)  208 
New  Hampshire  Maple  Chest-on-Chest,  by  Malcolm  Vaughan  (Note)  .  .  152 
New  York  Antique  and  Art  Dealers  Elect  New  Officers,  by  Malcolm 

Vaughan  (Note)   . .        . .        . .        . .        . .        . .        . .  70 

Newman  &  Newman  (Antiques) — see  Backer  and  Newman 
Newman  Galleries — see  Friends  of  William  Blake 
Ditto — .see  Hankey,  W.  Lee 
Ditto — see  Immortal  Flowers 
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Newman  Galleries — see  Mote,  G.  W. 

Nuremberg,  Germanisches  Museum — see  Masters  in  Albrecht  Dtirer's 
Circle 

Obelisk  Gallery    see  Surrealist  Paintings 
O'Hana  Cilleries — see  Chagall 
Ditto — see  Staprans 

Old  Coach  and  New  Train,  by  Adrian  13ury  (Note). .        . .        . .  133 

Ont.irio  Museum,  Royal — .sec  Toronto  Acquires 

Pacific,  <  Ihinese  Art  Treasures  crosss  the,  by  John  Alexander  Pope  (Art.)   .  .  231 

Painter  to  Queen  Adelaide  (Art.)   283 

Painting  and  the  Age  of  Charles  II,  by  Oliver  Millar  (Art.)  . .        . .  3 

Painting  and  Sculpture  for  Leicestershire  Schools,  Contemporary,  by  Alec 

Clifton-Taylor  (Art.)  185 

Paintings  it  the  British  Museum,  More,  by  J.  R.  Fawcctt  Thompson  and 

F.  Gordon  Roe  (Art.)   189 

Paintings  from  the  Palazzo  Barbarigo,  G.  B.  Tiepolo's  Grisaille  (Art.)      .  .  263 
Pair  of  walnut  Bureaux  made  in  Dresden,  A  (Art.)   . .        . .        . .        . .  54 

Palais  Bourbon,  Paris — see  Peinture  Seduisante 

Palazzo  Barbarigo,  G.  B.  Tiepolo's  Grisaille  Paintings  from  the  (Art.)      .  .  263 
Paris  Antiquaircs  (Notes)  . .        . .        . .        . .        . .        . .        . .  280 

Parker  Gallery — see  Eighth  Earl 
Ditto — sec  Fine  Marine  Artist 

Parris,  Edmund  Thomas — see  Painter  to  Queen  Adelaide 
Parrott,  William — see  Who  was 

Paysagcs  de  France  (Notes)  . .  . .        . .        . .        . .  196 

Paysages  de  France,  by  Adrian  Bury  (Note)   ..        ..        ..        ..  ..133 

Peel  and  Humphris — see  Sculpture  in  Bond  Street 

Peinture  Seduisante,  Une,  by  Adrian  Bury  (Note)    . .     '  .  .        . .        . .  291 

Pembroke,  Thomas  Herbert,  Eighth  Earl  of — see  Eighth  Earl 
Pendant — see  Early  Gothic 

Pere  et  Fille  at  Worthing,  by  Adrian  Bury  (Note)    .  .        . .        . .        .  .  206 

Philadelphia  Museum  of  Art — see  Golden  Age  of  Philadelphia 
Piccadilly — see  Chelsea  and 

Pissarro,  Camille,  by  Adrian  Bury  (Note)       .  .  .  .        .  .        .  .  51 

Plate  at  Knole,  The — I,  by  the  late  Dr.  N.  M.  Penzer  (Art.)  . .  84 

Ditto — II  178 

Pollard,  James — see  Old  Coach  and  New  Train 

Portrait  from  Roman  Egypt,  A  Funerary,  by  Etienne  Coche  de  la  Ferte  (Art.)  276 
Portrait  of  Cardinal  Borja  by  Velazquez,  The,  by  Theodore  Crombie  (Art.)  40 
Portraits  in  the  British  Museum,  Some  oil,  by  J.  R.  Fawcett  Thompson  and 

F.  Gordon  Roe  (Art.)  . .       . .       . .  114 

Potter,  Christian  Wilhelm,  Southwark  (Alias  Lambeth)  Delftware  and  the: 

2,  by  Hugh  Tait  (Art.)    . .      ...       . .       . .       . .       . .       . .  22 

Prides  of  London — .see  Fashion  for  Steps 
Pulitzer  Galleries — see  Emma  Hamilton 
Ditto — see  Italianate-Dutch 
Punch  Bowl — see  Dated  Dublin 

Queen  Adelaide,  Painter  to  (Art.)        . .        . .        . .        . .        . .        . .  283 

Rajput  Paintings  at  Asia  House,  by  Malcolm  Vaughan  (Note)        .  .        .  .  150 

Rare  Picture,  A,  by  Adrian  Bury  (Note)        .  .        .  .        .  .        . .        .  .  52 

Recording  William  Sadler  1782-1839.  An  Irish  Landscape  and  Topographical 

Painter,  by  Edward  A.  McGuire  (Art.)  . .        . .        . .        .  .  92 

Redating  Some  Important  Irish  Silver,  by  John  Hunt  (Art.)  .  .        .  .  94 

Republican  Interlude — Silver  at  the  Restoration,  After  the,  by  Charles  Oman 

(Art.)    9 

Restoration,  After  the  Republican  Interlude — Silver  at  the,  by  Charles  Oman 

(Art.)    9 

Revere  Tea  Set — see  Unique  Paul 

Roman  Egypt,  A  Funerary  Portrait  from,  by  Etienne  Coche  de  la  Ferte  (Art.)  276 
Romney,  George — .see  Emma  Hamilton 

Room  from  Croome  Court,  The  Tapestry,  by  James  Parker  (Art.)  . .  109 

Round  about  the  Galleries,  by  Adrian  Bury  (Notes)  . .     51,  133,  205,  291 

Royal  Institute  Galleries — sec  Chelsea  and  Piccadilly 

Rubens'  Grandparents,  by  Adrian  Bury  (Note)         . .        . .        . .        . .  205 

Rublev,  Homage  to  Andrew,  by  Tamara  Talbot  Rice  (Art.)  .  .  104 

Sabin,  Frank  T.,  Gallery — see  Early  English  Marine  Art 
Ditto — see  Unknown  Richard  Wilson 

Sadler  1782-1839,  Recording  William.  An  Irish  Landscape  and  Topographical 

Painter,  by  Edward  A.  McGuire  (Art.)  .  .        .  .        . .        . .  92 

St.  James's  Galleries — see  Child  in  a  Landscape 
Ditto — see  Gifted  Sartorius 
Ditto — .see  Jan  Both's  Wooded  Landscape- 
Ditto — see  Old  Coach  and  New  Train 

Salmony's  posthumous  work,  Early  Chinese  Jades  selected  from  Alfred,  by 

Gustav  Ecke  (Art.)  . .        . .        . .        . .        . .  61 

Samuel  Cooper:  Some  Hallmarks  of  his  Ability,  by  Graham  Reynolds  (Art.)  17 
Sartorius,  J.  N.,  Junr. — see  Gifted  Sartorius 

Scipio  and  Jan  Steen,  by  Adrian  Bury  (Note)  . .        . .        . .        . .  134 

Scott,  Bowdcn  Park,  Wiltshire.  The  Home  of  Mr.  and  Mrs.  W.  Donald, 

by  Ralph  Edwards  (Art.)  . .        . .        . .        . .        . .        . .  166 

Scottish  Guns,  Lady  Scafield's,  by  William  Rcid  (Art.)       . .        . .        . .  258 

Scribe — see  Twentieth-Century 

Sculpture  for  Leicestershire  Schools,  Contemporary  Painting  and,  by  Alec 

Clifton-Taylor  (Art.)  185 

Sculpture  in  Bond  Street  (Note)  . .        . .        . .        . .        . .        . .  296 

Scafield's  Scottish  Guns,  Lady,  by  William  Reid  (Art.)   258 

Sevres  in  Ohio — see  Famous 
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Shaker  Village  to  be  Restored,  by  Malcolm  Vaughan  (Note)        . .        . .  70 
Shakespeare  Service — see  Chamberlain's  Worcester 
Silver  and  the  Metropolitan — see  French  Domestic 

Silver  at  the  Restoration,  After  the  Republican  Interlude — by  Charles  Oman 

(Art.)    9 

Silver,  Redating  Some  Important  Irish,  by  John  Hunt  (Art.)         . .        . .  94 
Silver  Tankard — see  Early  Boston 
Silver  Treasury — see  Teething  Troubles 

Since  1 872,  by  Adrian  Bury  (Note)     ..        ..        ..        ..        ..        ..  52 

Socrates — see  Graeco-Roman  Head  of 

Solimena,  Francesco — see  Chinnery  and  Canaletto 

Some  oil  portraits  in  the  British  Museum,  by  J.  R.  Fawcett  Thompson  and 

F.  Gordon  Roe  (Art.)      ..        ..        ..        ..        ..        ..  ..114 

Son  et  Lumiere  and  an  English  Church  (Art.)  . .        . .        . .        . .  272 

Sources  of  Twentieth-Century  Art,  by  Denys  Sutton  (Art.)  . .        . .  34 

Southwark  (Alias  Lambeth)  Delftware  and  the  Potter,  Christian  Wilhelm:  2, 

by  Hugh  Tait  (Art.)  . .        . .        . .        . .        . .        . .  22 

Spink  &  Son — see  Landseer  Returns 

Springtime,  by  Adrian  Bury  (Note)     . .        . .        . .        . .        . .        . .  291 

Staprans,  Raimonds  (Note)       ..        ..        ..        ..        ..        ..  ..211 

Steen,  Jan — see  Scipio  and 

Sudbury,  Suffolk — see  Gainsborough's  House 

Surrealist  Paintings  (Note)        ..        ..        ..        ..        ..        ..  ..212 

Tankard — see  Early  Boston  Silver 

Tapestries  and  Textiles  in  the  Irwin  Untermyer  Collection,  English  and 

other  Needlework,  by  J.  L.  N.  (Art.)  80 

Tapestry  Chair  Coverings,  French,  by  Charles  Packer  (Art.)  ..  ..  141 
Tapestry  Room  from  Croome  Court,  The,  by  James  Parker  (Art.)  . .  109 

Tea  Set — .see  Unique  Paul  Revere 

Teething  Troubles  of  a  Silver  Treasury  (Note)         . .        . .        . .  210 

Tempera  Society,  The  (Note)    . .        . .        . .        . .        . .        . .  120 

Ter  Borch,  Gerard — see  Rare  Picture 
Terry-Engell  Galleries — sec  Paysages  de  France 

Textiles  in  the  Irwin  Untermyer  Collection,  English  and  other  Needlework 

Tapestries  and,  by  J.  L.  N.  (Art.)         . .        . .        . .        . .        . .  80 

Thirty-Three  Years  President,  by  Malcolm  Vaughan  (Note)  .  .        .  .  72 

Thyssen-Borremisza — see  French  Altarpiece 

Tiepolo's  Grisaille  Paintings  from  the  Palazzo  Barbarigo,  G.  B.  (Art.)      . .  263 
Tilley  &  Co.  (Antiques)  Ltd. — see  Delftware  and  Worcester 
Toledo  Museum  of  Art,  Ohio — see  Famous  Sevres 
Ditto — see  French  Art  Stirs  America 

Toronto  Acquires  Japanese  Treasure,  by  Malcolm  Vaughan  (Note)         . .  69 
Treasures  from  Florentine  Houses  (Art.)         . .        . .        . .        . .        . .  30 

Tribute  to  the  British  Antique  Dealer — 17     . .        . .        . .        . .        . .  1 

Ditto — 18  73 

Ditto— 19  153 

Ditto — 20  .  .        . .        . .        . .        . .        . .        . ,        . .        . .        . .  229 

Triumph  of  Flowers,  A  (Note)  . .        . .        . .        . .        . .        . .        . .  42 

Twentieth-Century  Art,  Sources  of,  by  Denys  Sutton  (Art.)         . .        . .  34 

Twentieth-Century  Scribe  (Note)       . .        . .        . .        . .        . .        . .  296 

Two  Worlds.  Italian  and  Netherlandish  Masters  at  the  Koetscr  Gallery 

(Art.)   208 

Unique  Paul  Revere  Tea  Set,  by  Malcolm  Vaughan  (Note)  .  .        . .        . .     1 50 

Unknown  Richard  Wilson,  by  Adrian  Bury  (Note)  .  .        . .        . .        . .  205 

Untermyer  Collection,  English  and  other  Needlework  Tapestries  and 

Textiles  in  the  Irwin,  by  J.  L.  N.  (Art.)   80 

Valpincon,  Hortense — see  Much  Travelled 

Vases  Mounted  in  Ormolu,  by  Malcolm  Vaughan  (Note)   ..        ..        ..  152 

Velazquez,  The  Portrait  of  Cardinal  Borja  by,  by  Theodore  Crombie  (Art.)  40 
Village  to  be  Restored — see  Shaker 

Virginia  Museum  of  Fine  Arts,  Richmond — see  Head  of  Gudea 

Vitality  of  Leningrad  Lithographers,  The,  by  Richard  Rctlaw  (Art.)        . .  270 

Vos,  Cornelis  de — see  Gerbier 

Walnut  Bureaux  made  in  Dresden,  A  Pair  of  (Art.)  .  .        . .        . .        . .  54 

Walpolc  Society,  The:  Volume  xxxvii  (Review)      ..        ..        ..        ..  177 

Walters  Art  Gallery,  Baltimore — see  Vases  Mounted  in  Ormolu 

Ware  goes  his  own  Way,  William,  by  P.  S-H.  (Art.)   275 

Watercolours — .see  Fine  Art 

Werff,  Adriacn  van  der — see  Italianate-Dutch 

West  Coast  Museums,  U.S.A. — see  Woburn  Abbey  Treasures 

Who  was  William  Parrott?  by  Adrian  Bury  (Note)   . .  206 

Wildcnstein  Galleries — see  Pissarro 
Ditto — see  Rubens'  Grandparents 

Wilhelm,  Southwark  (Alias  Lambeth)  Delftware  and  the  Potter  Christian :  2, 

by  Hugh  Tait  (Art.)   22 

William  Ware  goes  his  own  Way,  by  P.  S-H.  (Art.)   275 

Wilson,  Richard — see  Unknown 

Windsor,  by  Adrian  Bury  (Note)   134 

Woburn  Abbey  Treasures  Lent  to  West  Coast  Museums,  by  Malcolm 

Vaughan  (Note)  3°9 

Woodcotc  Park,  Clues  to  the  'Frenchness'  of,  by  John  Harris  (Art.)  . .  241 
Worcester — see  Delftware  and 

Worcester  Art  Museum,  Mass. — see  Early  Boston  Silver  Tankard 
Worcester  Shakespeare  Service — see  Chamberlain's 

Worlds,  Two.  Italian  and  Netherlandish  Masters  at  the  Koetser  Gallery  (Art.)  208 
Worthing  Art  Gallery — see  Pcrc  et  Fille 
Zoffany — see  Nabobs  and  Rupees 
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Ditto — Jock  stamped  with  the  initials  of  Andrew  Philp  . .  . .  . .  261 

Ditto— silver  plate  on  barrel,  inscribed  FREUCHY  SIG   261 

Gun  inscribed  Bellachastel  Gulielmus  Smith      . .        . .  . .  . .  . .  259 

Ditto — lock,  interior                                  •  •        •  •  •  •  •  •  •  •  262 

Ditto — lock,  showing  very  long  throw  of  the  cock   261 

Gun,  the  Inverness                                              . .  .  •  •  •  •  •  259 

Ditto — engraved  fore-end  cap  and  muzzle  band       . .  . .  . .  . .  259 

Gun, 'little',  Sir  John  Grant's    ..        ..        ..        ..  ..  ..  259 
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Arms  and  Armour — continued 

Gun,  plain,  by  G  S 
Gun,  Seaforth's 

Orb  and  cross,  crowned,  unknown  armourer's  mark 
Petronel,  wheel-lock,  German  or  Flemish,  dated  1581 

Rifle,  breech-loading,  barrel  of  which  unscrews  immediately  in  front  of  the 

lock   

Rifle,  breech-loading  turn-off 
Rifle,  silver-mounted,  Ludovic  Grant's 
Ditto — engraved  fore-end  cap  and  muzzle  band 
Ditto — shallow  carving  and  silver  mounts 
Ditto — silver  screw  plates 

Sallet,  discovered  in  Stoulton  Church,  Worcestershire 
Sword,  the  Galway,  two  makers'  marks,  EG  and  EE,  appear  on  the  quillons 

the  sheath  is  dated  1660,  the  sword  is  considered  to  be  of  considerably 

earlier  date 
Tilt-helm 
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Artists,  Engravers  and  Sculptors 

Adam,  James.  The  'British  Order",  drawing 
Adam.  Robert.  Great  Saxham,  Suffolk,  the  Gallery,  drawing 
Archer,  Archibald.  The  Temporary  Elgin  Room 
Batoni,  Pompeo.  The  Flight  from  Troy 
Beccafumi,  Domenico 

Cult  of  Vesta,  The 

Lupercalia,  The 
Boilly.  Trompe  l'oeil 

Bone,  Sir  Muirhead.  Oxford  from  above  Ferry  Hinksey 
Bonnard,  P.  Femme  a  la  Lampe 
Bonomi,  Joseph.  Design  for  the  front  of  Packington  Church,  Warwickshire, 
drawing 

Both,  Jan.  Wooded  Landscape  (colour  plate)  . .        . .        . .  May 

Botticelli.  The  Adoration  of  the  Child. . 
Boucher,  Francois — see  Fragonard,  Honore 
Boucher,  Francois 

Cow,  crayon  sketch 

Landscape  (colour  plate) 

Moulin  d'eau,  pastel  and  crayon 
Boudin,  Eugene.  Le  Port  du  Havre 
Bourdelle,  Antoine 

Head  of  Apollo  (sculpture) 

Low  Relief  for  the  Proscenium  at  the  Theatre  of  Marseilles  (sculpture 
Boys,  T.  S.  Dieppe  from  the  West,  watercolour 
Brerewood,  Francis.  Portrait  of  Benedict  Leonard  Calvert 
Brettingham,   Matthew.    Design  for  the   gallery   at   Packington  Hall 

Warwickshire,  drawing 
Brooking,  Charles 

English  third  rate  running  in  a  light  breeze.  An 

Shipping  in  a  Stiff  Breeze 
Brueghel,  Pieter,  the  Younger.  Peasants'  Wedding 
Burghmair,  Hans,  the  Elder.  A  Standing  Bear,  pen  and  ink  drawing 
Cass,  Christopher,  attributed  to.  Design  for  a  chimneypiece.  Blenheim 

Palace,  drawing 
Castagno,  Andrea  del.  The  'Poggibonsi'  altarpiece 
Cezanne,  Paul.  Les  Grandes  Baigneuses 
Chagall,  Marc.  L'Arche  de  Noe,  gouache  (colour  plate) 
Chambers,  Sir  William.  Design  for  a  royal  chimneypiece,  drawing 
Ch'i-ch'ang,  Tung.  Calligraphy  (Quotation  from  Chou  Tun-i) 
Chirico,  Giorgio  de.  Horsemen  on  the  Shore 
Clodion  (Claude  Michel).  Faun  and  Nymph,  terracotta  relief  (sculpture) 
Cooper,  Samuel 

Portrait  of  Frances  Manners,  Countess  of  Exeter  (miniature) 

Portrait  of  John,  Duke  of  Lauderdale  (miniature)  . . 

Portrait  of  a  Lady,  called  Elizabeth  Claypole  (miniature) 

Portrait  of  Lord  Clifford  of  Chudleigh  (miniature) 

Portrait  of  a  Man,  called  William  Lenthall  (miniature) 

Portrait  of  a  man,  drawing  (verso  side  to  A  Dead  Child) 

Portrait  of  Mrs.  Hoskins,  chalk  drawing 

Portrait  of  Richard  Wiseman  (miniature) 

Portrait  of  Sir  Justinian  Isham  (miniature)   .  . 
Corot,  J.  B.  C. 

Cervara,  campagne  de  Rome,  La 

Portrait  of  Mile  de  Foudras 
Cour,  Jean  del 

Angel,  An,  terracotta  bozzetto  (sculpture) 

St.  Luke,  terracotta  bozzetto  (sculpture) 
Cozens,  J.  R.  View  of  Lake  Nemi  towards  Genzano,  watercolour  . . 
Crace,  Frederick.  The  Fishing  Temple,  Virginia  Water,  Surrey,  drawing 
Cuyp,  J.  G.,  and  H.  Mommers.  Abraham,  Ishmael  and  Hagar 
Danloux.  Portrait  of  a  Young  Girl 
Daubigny,  Charles-Francois 

Moulin  a  Vent,  Le  (colour  plate) 

Vue  de  Dunkerque,  1873 
David,  Jacques-Louis.  L' Amour  et  Psyche 
Deane,  Charles.  Windsor  Castle 
Degas,  Edgar.  Danseuse  rajustant  sa  sandale,  pastel 
Delacroix,  Eugene.  La  Tasse  dans  la  Maison  des  Fous,  pencil 
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Denning,  S.  P.  Girl  in  a  Landscape 

Dobson,  William.  Portrait  of  Montague  Bertie,  2nd  Earl  of  Lindse 
Dupan,  Barthelmey.  Portrait  of  Matthew  Maty 
Dyck,  Sir  Anthony  van 

Portrait  of  Anne  Carr,  Countess  of  Bedford 

Portrait  of  Sir  Thomas  Hanmer 
Ehrlich,  Georg.  Head  of  Benjamin  Britten,  bronze  (sculpture) 
Epstein,  Jacob.  Bust  of  Albert  Einstein,  bronze  (sculpture)   . . 
Ermolaev,  Boris.  The  Football  Match,  lithograph 
Ernst,  Max.  Niniche,  bronze  (sculpture) 
Fantin-Latour,  H. 

Nature  Morte  

White  Roses  in  a  Vase 
Fragonard,  Honore 

Amour  de  l'Or,  L",  drawing  . . 

Heureux  Menage,  L' 

Jardiniere,  La    . . 

Jour,  Le 

Nuit,  La . .        . . 

Saint  Jerome 

Ditto — bistre  sketch  for 
Fragonard,  Honore,  attributed  to.  Duas  Primas,  As  ('The  Two  Cousins') 
Fragonard,  Honore.  attributed  to,  signed  f.B  (for  Francois  Boucher) 

Musical  Contest,  The  (detail)  . .        . . 

Gabbiani,  A.  D.  Tb,e  Apotheosis  of  Hercules,  pen  and  ink 
Gainsborough,  Thomas 

Gentleman,  with  Dog  in  Wood 

Landscape  with  Castle 

Portrait  of  David  Garrick 

Portrait  of  Matthew  Hale 

Portrait  of  Mrs.  Prowse 

Portrait  of  Thomas  Prowse    . . 
Gardelle,  Theodore.  Portrait  of  Francois  Marie  Arouet  de  Voltaire 
Gauguin,  Paul.  La  Luxure  (sculpture) 
Gibbons,  Grinling,  attributed  to.  Snipe,  carving  of,  limewood  (sculpture 
Girardon,  Francois.  Statue  of  Louis  XIV,  wax  maquette  for  (sculpture) 
Goldfrap,  Nicholas.  Manuscript  illumination,  modern 
Gordine,  Dora.  Bas-relief,  bronze  (sculpture)  (colour  plate) 
Goya,  F.  Portrait  of  the  Duke  of  Wellington 
Griffier,  Jan.  Windsor  and  Eton 
Gris,  Juan.  Nature  Morte  a  la  Guitare 
Guardi,  Francesco 

Piazzetta  S.  Marco,  Venice  (colour  plate)  . .        . .        . .  June 

Still  Life  of  Vase  and  Baskets  of  Flowers 
Gunn,  James.  Portrait  of  Mr.  Harold  Macmillan 
Hals,  Frans 

Fisher  Boy,  The  (colour  plate)         . .        . .        . .        . .        . .  April 

Ditto — black  and  white 

Portrait  of  a  Cavalier 
Harpignies,  Henri-Joseph.  Vue  de  Paris 
Heem,  J.  de.  Still-Life 

Hill,  Thomas.  Portrait  of  Humfrey  Wanley 
Hillier,  Tristram.  The  Breakwater 
Homer,  Winslow.  A  Fisherman's  Family 
Huai-su.  Calligraphy  (Autobiography) . . 
Huet,  Paul.  Le  Chemin  dans  la  Campagne 
Hvre,  Laurent  de  la.  The  Adoration  of  the  Shepherds 
Ibbetson,  J.  C.  Scene  in  the  Taff  Valley 

Johnson,  Cornelius.  Portrait  of  Charles  II,  when  Prince  of  Wales 
Jones,  David.  Out  Tide 
K'ai,  Liang.  Portrait  of  an  Immortal 
Kaplan,  Anatoli 

Lovers,  The,  lithograph 

Young  Girl,  lithograph 
Kneale,  Bryan.  Blind  Man 

Kneller,  Sir  Godfrey.  Portrait  of  Sir  Isaac  Newton 
Knight,  Dame  Laura.  Springtime 
K'uan,  Fan.  Travellers  on  a  mountain  path 
Kuei,  Hsia.  Conversation  with  a  guest  under  the  Pine  Cliff 
Kung-lin,  Li.  General  Kuo  Tzu-i  accepting  the  submission  of  the  Uigh 

chief 
Landseer,  Edwin 

Brazilian  Monkeys 

Dead  Ptarmigan 

Encampment  in  Loch  Avon,  An  .9 
Old  Man  and  Dog,  An 

Portrait  of  the  Duchess  of  Abercorn  and  her  daughter  Harriet 
Queen  Victoria  and  the  Duke  of  Wellington  reviewing  the  Life  Guards 
Sketch  Portrait  of  Sir  Walter  Scott 

Lawrence,  Sir  Thomas.  Portrait  of  the  Rt.  Hon.  Sir  Joseph  Banks 

Lebourg,  A.  C.  Rouen 

Lecomte,  Paul.  Vue  de  Couches 

Lee-Hankey,  W.  Gibraltar 

Lely,  Sir  Peter.  Portrait  of  the  Earl  of  Carnarvon  and  his  Brother 
Lepine,  Stanislas.  Le  petit  bras  de  la  Seine  en  Automne 
Lightoler,  Thomas,  attributed  to.  Design  for  a  room,  drawing 
Lin,  Ma.  Listening  to  the  Rustling  Pines  (colour  plate) 
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Artists,  Engravers  and  Sculptors — continued 

Linnell,  John.  The  Shccpfold 
Lippi,  Lorenzo.  The  Triumph  of  David 
Marquct.  The  Danube  at  Galatz 
Maslenikova,  Irin.i.  The  Bridge,  lithograph 
Master  of  Rottweil.  Wmg  from  an  altar,  one  of  2 
Master  of  the  St.  Ursula  Legend.  Madonna  and  Child 
Matta,  Roberto,  Nuclear  Dawn 

Meyer,  Jeremiah.  Portrait  of  Master  George  Charles  Meyer  (miniature) 
Miehel,  Claude — see  Clodion 
Mignon.  Abraham.  Flowerpiece 
Modigliani,  A.  Portrait  of  Marguerite  . . 
Molenaer.  Claas.  Skating  Scene 
Mommers,  H. — see  Cuyp,  J.  G. 
Monamy,  Peter.  A  First  Rate  Firing  a  Salute 
Monet,  Claude.  La  Grenouillere 
Monnoyer,  Jean  Baptiste 
Basket  of  Flowers       . . 

Flower  Painting,  oval,  one  of  a  pair  (colour  plate) .  .  March 

Flower  Painting,  oval,  pair  to  above  (colour  plate) 
Moore,  Henry.  Leaf  Figure,  bronze  (sculpture) 
Munch,  Edvard.  Le  Cri 
Nattier,  J-B.  Portrait  of  a  Nobleman 
Neer,  Aert  van  der.  Les  plaisirs  de  l'hivcr 
Nctscher,  Caspar 

Portrait  of  a  Young  Girl 

Young  Woman  at  a  Window 
Parris,  E.  T. 

View  of  Johnstown  Castle,  Co.  Wexford  (colour  plate) 

Views  of  Johnstown  Castle,  Co.  Wexford,  3 
Pelle,  Honore.  Bust  of  King  Charles  II,  marble  (sculpture)  (colour  plate) 
Pencz,  Gcorg.  Figure  of  a  woman,  copper  engraving 
Phillips,  Thomas.  Portrait  of  Claudius  James  Rich 
Pissarro,  Camille.  Jeanne  Pissarro  Lisant 
Po,  Ts'ui.  Hare  and  Jays 

Pourbus,  Frans,  the  Younger,  in  the  manner  of.  Portrait  of  Isabella  Clara 

Eugenia  of  Austria 
Poussin,  Nicholas.  The  Massacre  of  the  Innocents,  pen  and  brown  in 

brown  wash 

Ramsay,  Allan.  Portrait  of  George  William,  6th  Earl  of  Coventry 
Redon,  Odilon.  Eclosion 
Rembrandt.  Portrait  of  a  Man  with  a  Sword 
Reynolds,  Alan.  Autumn  Movement 
Riley,  John.  Portrait  of  John  Dryden 

Robbia,  Andrea  della.  Lunette,  with  figure  of  the  Archangel  Michael 

glazed  terracotta  (sculpture) 
Roestraeten,  Pieter.  Lancing  a  Boil 
Ronmey,  George.  Portrait  of  Mrs.  John  Curwen 
Rosso,  Medardo.  Le  Bookmaker  (sculpture)    . . 

Rubens,  Sir  Peter  Paul.  The  Martyrdom  of  St.  Lawrence,  black  chalk,  pen 

and  brown  and  grey  ink,  heightened  with  white 
Rublev,  Andrew 

Annunciation,  The,  icon 

Ditto — detail  of  Archangel  Gabriel's  head 

Apostle  Paul,  The,  icon 

Figure  of  Christ,  from  a  Deesis 

Old  Testament  Trinity,  The,  icon    . . 
Rysbrack.  Bust  of  George  I,  terracotta  (sculpture) 
Sadler,  William 

Dublin  Bay 

Dublin  View 

Imaginative  Subject 

Vase  of  Flowers 

View  of  Dublin,  the  River  Lirfey  and  the  Wellington  Monument 
Saint-Jean,  Jean  D.  Costume  plate,  1688,  print 
Sandby,  Paul.  View  of  Valle  Crucis  Abbey,  watercolour 
Sanderson,  John.  Binfield  Place  (?),  Berkshire,  drawing 
Sartorius,  J.  N.  Oxford  Cup,  1799 

Sauvage,  P-J.  Faun  and  Nymph,  after  the  relief  by  Clodion 
Schaufelcin,  Hans.  Head  of  a  Woman 

Scott,  William.  Girl  at  a  Table  

Scverini,  G.  Hieroglyphe  Dynamique  du  Bal  Tabarin 
Shackleton,  John.  Portrait  of  King  George  II  .  . 

Sicken,  W.  R.  Portrait  of  Mrs.  Barrett   

Sorgh,  Hcndrik  Marten.  View  of  a  Dutch  Town 
Spitzweg,  Carl.  This  is  your  World 
Steen,  Jan 

Continence  of  Scipio,  The 

Contrat  de  mariage,  Le 

Still  life,  detail  from  

Steer,  P.  W.  Littledean  

Stoss,  Veit,  attributed  to.  Kneeling  Angel,  carved  lime-wood  (sculpture) 
Strindbcrg,  August.  The  Town 

Stubbs,  George.  Baron  de  Robeck  riding  by  the  Serpentine 
Sung-nien,  Liu.  A  Lohan 

Ter  Borch,  Gerard.  Portrait  of  Charles  Louis  of  the  Palatinate 
Tiepolo,  G.  B. 

Allegory  of  Abundance,  grisaille 
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37 
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Allegory  of  Astronomy,  grisaille 

Allegory  of  History,  grisaille 

Allegory  of  Merit  Crowned,  grisaille 

Allegory  of  Music,  grisaille 

Allegory  of  Painting,  grisaille 

Allegory  of  Poetry,  grisaille 

Allegory  of  Sculpture,  grisaille 

Painting  from  the  Palazzo  Barbarigo,  grisaille 

Temps  enleve  la  Beautc,  Le   . . 
Tintoretto,  Jacopo.  Portrait  of  a  Young  Nobleman 
Titian.  Portrait  of  Soliman  II,  the  Great 
Tongue,  Richard 

Double  Cromlech,  Plas  Newydd 

Stonehenge  from  the  W.S.W. 
Tour,  Georges  de  la.  St.  Joseph  and  the  Angel 
T'ung,  Juang.  Travellers  at  a  mountain  pass 
Tunnard,  John.  Trio 
Turner,  J.  M.  W. 

Llangollen 

View  of  La  Riccia,  watercolour 
Unknown 

Bowden  Park,  Wiltshire 
Crozier,  ivory  (sculpture) 

Shaker  village  in  Hancock,  Massachusetts,  wood-engraving 

Woodcote  Park  (engraving) 
Unknown:  Chinese.  Ming-huang's  journey  into  Shu  (detail) 
Unknown:  Chinese,  Han  Dynasty.  Tomb  slab,  carved  (sculpture) 
Unknown:  Chinese,  Northern  Wei,  A.D.  500.  Stele  of  the  Buddha  Maitreye, 

limestone  (sculpture) 
Unknown:  Chinese;  Sung  Dynasty.  Figure,  seated,  of  a  Lohan,  stucco 

(sculpture) 
Unknown:  Egyptian,  II  century  A.D. 

Funerary  portrait  of  man  between  Anubis  and  Osiris  on  linen  shroud 

Ditto — detail 

Funerary  portrait  on  linen  shroud 
Ditto — details,  2 

Funerary  portrait  on  a  shroud  in  the  Berlin  Museum,  detail 
Unknown:  Egyptian,  18th  Dynasty.  Weepers  on  a  wooden  sarcophagus 

from  Deir  el  Medineh 
Unknown:  English.  Design  for  a  gallery  in  the  style  of  James  Paine,  drawing 
Unknown:  English,  c.  1730.  Perspective  design  for  a  library,  drawing 
Unknown:  English  School.  Portrait  of  William  Courten 
Unknown:  Flemish,  early  XVI  century.  Pieta,  carved  wood,  polychrome 
(sculpture) 

Unknown:  French,  XIV  century.  Madonna  and  Child,  ivory  (sculpture) 
Unknown:  German,  South,  or  Austrian,  probably.  Statuettes  representing 

the  Four  Continents,  4,  terracotta  (sculpture)  (colour  plate) 
Unknown:  Graeco-Roman,  II  century  A.D.  Head  of  Socrates,  version  of 

Lysippos,  marble  (sculpture) 
Unknown:  Graeco-Roman  (313-314  A.D.).  Head  of  Constantia,  half-sister 

of  Constantine  the  Great,  marble  (sculpture) 
Unknown:  Hawaiian.  Figure  of  female,  bone  (sculpture) 
Unknown:  Japanese,  XIII  century.  Amida  Buddha's  paradise,  silk  scroll 

painting 

Unknown:  Mosan,  mid-XII  century.  Virgin  and  Child,  called  La  Vierge  de 
Dom  Rupert,  carved  of  Licgcois  'grcs  houillcr'  (sculpture) 

Unknown,  Mosan,  probably,  early  XII  century.  Virgin  and  Child,  carved 
wood  (sculpture) 

Unknown:  Neo-Sumerian,  c.  2100  B.C.  Head  of  Gudca  (sculpture) 
Unknown:  Nottingham,  c.  1400.  God  the  Father  enthroned,  with  Christ 

Crucified  and  Angels,  alabaster  relief  (sculpture) 
Unknown:  Rajput,  late  XVIII  century.  Ladies  Hunting  from  a  Pavilion 
Unknown:  Rhenish,  late  XV  century.  History  of  St.  Flubert,  carved  oak 

(sculpture) 
Unknown:  Romanesque 

Capital  in  the  Collegiate  Church,  Santillane  del  Mar  (sculpture) 
Mural  painting  in  portico  of  the  Col.  San  Isidora,  Leon 
Unknown:  XVII  century.  Figure  of  bull,  bronze  (sculpture) 
Unknown:  Siamese,  Chicng  Sen  style,  XIII-XIV  century.  Face  of  a  Buddha 

image,  bronze  (sculpture) 
Unknown:  Siamese,  Dvaravati  style,  VI-XI  century.  Head  of  a  Divinity, 

stucco  (sculpture) 
Unknown:  Strasbourg,  c.  1460.  Madonna,  carved  wood  (sculpture) 
Unknown:  Westphalian,  XIV  century.  Choir  screen,  part  of  (sculpture)  .  . 
Utrecht,  Van.  Portrait  of  a  Woman 
Vandcrbank,  John,  perhaps.  Portrait  of  Sir  Hans  Sloanc 
Vardy,  John.  Design  for  a  temple  or  bath,  drawing 
Vcdcmikov,  Alexander 

Leningrad  Winter,  lithograph 
Still-Life  with  Fruit  and  Flowers,  lithograph 
Velazquez,  attributed  to.  Portrait  of  Cardinal  Don  Caspar  de  Borja  y  Velasco 
Velazquez,  contemporary  copy  or  full-length  enlargement  of  original. 

Portrait  of  Cardinal  Don  Caspar  de  Borja  y  Velasco. . 
Velazquez,  school  of.  Portrait  of  Cardinal  Don  Caspar  de  Borja  y  Velasco 
Veldc,  Willcm  van  de.  the  Younger.  The  Race  between  the  Cleveland  and 

the  Henrietta 
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Artists,  Engravers  and  Sculptors — continued  page 

Vianen,  Adam  van,  probably.  St.  Apollonia  kneeling  before  the  Virgin  and 

Child,  silver  relief  (sculpture)    . .                 . .        . .  123 

Vorstcrmans,  Jan.  A  View  of  Althorp  .  .        . .        . .        . .                 . .  7 

Vries,  Adriacn  de 

Athlete,  The,  bronze  (sculpture)       ..  ..        ..        ..  ..175 

Hercules,  gilt-bronze  (sculpture)       . .        . .        . .        . .        . .  175 

Ware,  Issac 

Abingdon  Street,  Nos.  607,  London,  drawing       . .        . .        . .        . .  219 

Design  for  east  front,  Woodcote  Park,  drawing    .  .        . .        .  .        .  .  241 

Fort  Belvedere,  Windsor  Park,  drawing     ..        ..        ..        ..  ..219 

Woodcote  Park,  Surrey,  drawing    . .        . .        . .        . .        . .        . .  220 

Ware,  William.  Industrial  Landscape  (1959)  (colour  plate)   . .        . .        . .  274 

Wilson,  Benjamin.  Portrait  of  Gowin  Knight          . .        . .        . .        . .  117 

Wilson,  Richard 

Croome  Court,  1758  . .        . .        . .        . .        . .        . .        . .        . .  109 

Solitude          . .                . .       . .       . .       . .       . .       ....  207 

Wright,  John  Michael.  Portrait  of  Henry,  3rd  Baron  Arundell  of  Wardour, 

with  his  Wife  at  the  foot  of  the  Cross           . .        .  .        . .        . .  5 

Wyck,  Jan.  Portrait  of  James  Scott,  Duke  of  Monmouth              . .        . .  6 

Wyck,  Thomas.  The  Fire  of  London  . .        . .        . .        . .        . .        . .  7 

Yuan,  Ma.  A  Spring  Promenade         . .        .  .        . .        . .        . .  235 

Zoffany,  John.  Landscape  with  Indian  Family          . .        . .        . .        . .  293 

Book  Binding 

Gospels,  Notger,  central  panel  of  ivory,  early  X  century,  surrounded  by 

panels  of  champlevc  enamel,  c.  1170    ..        ...        ..        ..        ..  122 

Books,  MSS.  and  Inscriptions 

Cook,  Captain  James,  'Logg  Book'  and  Journal:  cover  and  an  inside  page  58 

Dingley,  'History  from  Marble':  Bowden  House  as  drawn  in  1684         . .  166 
Godden,  Geoffrey,  'The  Victorian  Collector' : 

Vase,  one  of  pair,  figure  panels  by  Thomas  Allen,  Sevres  style  Minton  296 

Vase,  one  of  pair,  panels  by  J.  Rushton,  Royal  Worcester          . .        . .  296 

Goldfrap,  Nicholas,  Modern  manuscript  illumination         . .        . .        .  .  296 

Gulistin  of  Sa'di,  written  in  Herat  in  1500:  miniature  from           . .        . .  140 

'Herbal  and  Bestiary',  the  Helmingham,  XV  century:  page  from  . .        . .  299 

Sa'Di,  Gulistan  (The  Rose  Garden),  Persian  manuscript,  1500:  folio  62     .  .  297 

Shahnama,  c.  1500:  Kay  Khusraw  and  his  mother  fording  the  Jilnm    . .        . .  301 

Colour  Plates 

Arche  de  Noe,  L',  by  Marc  Chagall,  gouache          . .        . .        . .        . .  284 

Bas-relief,  by  Dora  Gordine,  bronze  (sculpture)        . .        . .        . .        . .  44 

Bowden  House,  Wiltshire,  drawing  room,  the  south          . .        . .        . .  171 

Bowden  House,  Wiltshire,  rose  garden  on  east  side  of  the  house    . .        . .  171 

Bunratty  Castle,  exterior,  from  the  south  east           . .        : .        .  .        .  .  74 

Bunratty  Castle,  interior,  north  solar,  or  the  Earl's  private  apartment       .  .  74 

Bunratty  Castle,  interior,  vaulted  hall,  the  great,  or  main  guard  of  the  castle  74 

Bust  of  King  Charles  II,  marble  (sculpture)     . .        . .        . .        . .        . .  2 

Chalom  Gallery,  the  Maurice,  at  17,  Place  Vendome,  Paris           . .        .  .  126 

Cup  and  Saucer,  Caudle,  Worcester,  first  period      . .        . .        . .        . .  125 

Dish,  fecundity,  Lambeth  Delftware,  with  the  arms  of  the  Broderers' 

Company,  dated  1 66 1     ..        ..        ..        ..        ..        ..        ..  125 

Fisher  Boy,  The,  by  Frans  Hals .  .        . .        . .        . .        . .        . .  April  Cover 

Flower  Painting,  oval,  one  of  a  pair,  by  Jean  Baptiste  Monnoyer      March  Cover 

Flower  Painting,  oval,  pair  to  above,  by  Jean  Baptiste  Monnoyer  . .        . .  43 

Industrial  Landscape  (1959),  by  William  Ware         . .        . .        . .        . .  274 

Knollys  Chapel,  Rotherfield  Greys  Church,  Oxfordshire     . .        . .        . .  273 

Landscape,  by  Francois  Boucher          . .        . .        . .        . .        . .        . .  302 

Listening  to  the  Rustling  Pines,  by  Ma  Lin     . .        . .        . .        . .        . .  230 

Moulin  a  Vent,  Le,  by  Charles-Francois  Daubigny   . .        . .        . .  197 

Piazzetta  S.  Marco,  Venice,  by  Francesco  Guardi      . .        . .        . .   June  Cover 

Statuettes  representing  the  Four  Continents,  4,  probably  South  German  or 

Austrian,  terracotta  (colour  plate)        . .        . .        . .        . .        . .  198 

Stumpwork  casket  (top),  Ahasuerus  seated  in  a  tent,  with  Haman  and  Esther  83 
Vase,  lavender  ground,  inscribed  with  a  poem  by  'Chueh-t'ao'  (T'ang  Ying), 

Chinese,  c.  1736-1753     . .        . .        . .        . .        . .        . .        . .  154 

View  of  Johnstown  Castle,  Co.  Wexford,  by  E.  T.  Parris  . .        .  .        . .  283 

Wooded  Landscape,  by  Jan  Both        . .        . .        . .        . .        . .    May  Cover 

Enamels 

Cross,  processional,  Limoges  champleve        . .        . .        . .        . .        . .  60 

Tazza,  enamel  on  copper,  signed  with  initials  P.R.,  for  Pierre  Reymond, 

made  at  Limoges  c.  1560          . .        . .        . .        . .        . .  174 

Engravings,  Etchings  and  Prints 

Bridge,  The,  by  Irina  Maslenikova,  lithograph         . .        . .        . .        . .  271 

Costume  plate,  designed  by  Jean  D.  Saint-Jean,  1688,  print           . .        . .  301 

Figure  of  a  woman,  by  Georg  Pencz,  copper  engraving      . .        . .        . .  294 

Football  Match,  The,  by  Boris  Ermolaev,  lithograph          . .        . .        . .  271 

Leningrad  Winter,  by  Alexander  Vedernikov,  lithograph    . .        . .        .  .  271 

Lovers,  The,  by  Anatoli  Kaplan,  lithograph   . .        . .        . .        . .        . .  270 

Shaker  village  in  Hancock,  Massachusetts,  wood-engraving          . .        . .  71 

Still-Life  with  Fruit  and  Flowers,  by  Alexander  Vedernikov,  lithograph  270 

Woodcote  Park,  Surrey,  anonymous  (engraving)      . .        . .        . .        . .  244 

Young  Girl,  by  Anatoli  Kaplan,  lithograph    .  .        .  .        .  .        . .        .  .  270 


Furniture  page 

Armchair,  carved,  gilt  and  painted,  one  of  pair,  attributed  to  Thomas 

Roberts,  c.  1685   . .       . .       . .       . .       . .       . .       . .  16 

Armchair,  designed  by  C.  R.  Mackintosh,  1902       . .        . .        . .        . .  37 

Armchair,  Louis  XV,  one  of  set  of  8,  5  marked  J-B  Lebas   . .        . .        . .  213 

Armchair,  walnut,  on  cresting  arms  of  Charles  II  and  Catherine  of  Braganza, 

c.  1680      . .        . .        . .        . .        . .        . .        . .        . .        . .  16 

Bookscase,  breakfront,  satinwood,  XVIII  century     . .        . .        . .        . .  229 

Bookcase,  painted  pine  framework  and  glazed  mahogany  doors  and  cup- 
boards, in  library  at  Bowden  Park,  Wiltshire           . .        . .        . .  172 

Bureau  plat,  Regence      ..        ..        ..        ..        ..        ..        ..        ..  213 

Bureau,  walnut,  by  Peter  Hoese,  one  of  pair,  Dresden,  1728         . .        . .  54 

Bureau,  walnut,  one.  of  pair,  German,  XVIII  century,  2  views       . .        . .  54 

Ditto— detail       . .       . .       . .       . .       . .       . .       . .       . .       . .  55 

Cabinet,  japanned,  on  carved  and  silvered  stand,  c.  1685     ..        ..        ..  14 

Cabinet,  mahogany,  English  Gothic  Revival,  1760-70         . .        . .        . .  301 

Cabinet,  mounted  embossed  silver,  veneered  with  'oyster  pieces'  of  laburnum, 

one  of  pair,  central  door  of  upper  stage  bears  monogram  of  Queen 

Henrietta  Maria,  c.  1665           ..        ..        ..        ..        ..        ..  14 

Cabinet,  satinwood,  Sheraton             . .        . .        . .        . .        . .        . .  256 

Candelabrum,  gilt-bronze,  one  of  pair,  possibly  made  in  Matthew  Boulton's 

Soho  workshop  after  a  design  by  Robert  Adam,  c.  1770,  for  the 

Tapestry  Room,  Croome  Court,  Worcestershire      . .        . .        . .  113 

Chair,  carved  and  gilt  wood,  original  velvet  and  silk  upholstery,  one  of  pair, 

probably  Italian,  c.  1725           ..        ..        . .        ..        ..        ..  31 

Chair,  nut  wood,#  upholstered  olive  green  silk  with  applique  tulips  in  white 

designed  by  Eugene  Gaillard,  Paris,  c.  1900    ..        ..        ..  ..176 

Chair,  wing,  walnut,  English,  XVIII  century  . .        . .        . .        . .        . .  297 

Chest-on-chest,  maple,  American,  c.  1780      ..        ..        ..        ..  ..151 

Chimneypiece  from  Tapestry  Room,  Croome  Court,  Worcestershire, 

possibly  carved  by  John  Wildsmith  in  1760    ..        ..        ..        ..  111 

Commode,  kingwood  and  burl  yew  marquetry  mounted  in  ormolu, 

Chippendale  period        . .        . .        . .        . .        . .        . .        . .  298 

Commode,  lacquered,  ormolu  mounts,  Louis  XV  period,  signed  M  Criard  280 

Commode,  marquetry,  Anglo-French,  attributed  to  Peter  Langlois,  c.  1760  297 
Commode,  satinwood  and  mahogany  mounted  with  ormolu,  Adam/ 

Chippendale  period        . .        . .        . .        . .        . .        . .        . .  298 

Commode,  Vernis  Martin,  Louis  XV            . .        . .        . .        . .        . .  59 

Desk,  walnut  veneered,  XVII  century  ..        ..        ..        ..        ..  ..217 

Desk,  writing,  and  stool,  William  and  Mary  ..        ..        ..        ..  ..213 

Desk,  writing,  mahogany,  gilt  bronze  grilles,  probably  made  in  Brunswick 

c.  1750      . .        . .        . .        . .        . .        . .        . .        .  •        •  -  176 

Fauteuil  a  chassis,  part  of  suite  in  carved  and  gilded  wood,  late  Louis  XIV, 

2  examples          . .       . .       . .       . .       . .       . .       .  '.       .  ■  280 

Fauteuil,  Louis  XVI,  from  suite  of  6  and  a  canape    . .        . .        . .        . .  299 

Library  steps,  Regency    ..        ..        ..        ..        ..        ..        ..        ..  121 

Looking-glass,  frame  carved  wood  partly  gilt  by  Michel  Herman,  c.  1790  124 

Marquises,  Louis  XVI,  pair       . .        . .        . .        . .        . .        . .        . .  280 

Meuble  a  transformation,  by  Jean-Francois  Oeben,  French,  XVIII  century  . .  42 
Mirror,  carved  and  gilt  frame,  inner  border  japanned  in  black  and  gold, 

c.  1680   16 

Mirror,  pier,  supplied  in  1769  by  Ince  and  Mayhew  for  the  Tapestry  Room, 

Croome  Court,  Worcestshire    ..        ..        ..        ..        ..  ..112 

Screen,  Coromandel,  given  to  General  Li  in  the  9th  year  of  the  reign  (1691) 

of  Emperor  K'ang  Hsi    ..        ..        ..        ..        ..        .-        ••  281 

Secretaire  a  abattant,  kingwood,  Louis  XV,  signed  Migeon,  JME  ..  ..213 

Secretaire,  lacquer,  Louis  XVI,  gilded  bronze  mounts  possibly  attributable 

to  Leleu  '      • .  280 

Secretaire,  Louis  XVI,  signed  Ohneberg          .  .        .  .        . .        . .        •  •  280 

Stool,  and  writing  desk,  William  and  Mary  . .        . .        . .        . .        . .  213 

Table  a  ouvrage,  Louis  XV,  in  style  of  J.  B.  Fromageau     ..        ..        ..  139 

Table,  centre,  carved  and  veneered  with  maplewood,  parcel-gilt,  top  inlaid 

with  a  strapwork  of  silver,  c.  1685       . .        . .        . .        . .        ■  •  13 

Table,  centre,  silver,  embossing  on  top  centres  in  the  royal  crown  and  cypher 

of  Charles  II,  given  to  the  King  by  the  citizens  of  London  in  1760  . .  13 
Table,  console,  carved  and  partly  gilt  lime-wood  with  (modern)  giallo  antico 

marble  top,  probably  designed  by  Francois  de  Cuvillies,  c.  1750    .  .  176 

Table  d'accouchee,  marquetry,  Louis  XV,  by  Francois  Leleu         . .        . .  299 

Table,  ebonised,  mounted  with  silver  plaques,  c.  1675-80    .  .        . .        . .  12 

Table,  marquetry,  with  Sevres  pate  tendre  plaques,  by  M.  Carlin,  French  59 
Table,  pier,  carved  and  gilded,  marble  top,  made  by  John  Wildsmith  for 

Lord  Coventry  in  1759,  for  the  Tapestry  Room,  Croome  Court, 

Worcestershire     ..        ..        ..        ..  •■        ■•  ..112 

Table,  side,  gilt,  decorated  with  'Bantam  Work'  (incised  lacquer),  c.  1685  12 


Glass 

Beaker,  turquoise  blue,  gilt  and  enamelled  decoration,  c.  1480       .  .        . .  300 

Goblet,  enamelled  and  gilt  green  glass,  Venetian,  late  XV  century           . .  174 

Goblet,  Royal  armorial,  enamelled,  by  Beilby,  c.  1762        . .        . .        . .  50 

Jug,  generally  thought  to  have  been  made  in  the  Lower  Rhineland,  1595  23 


Jade 

Brushpot,  carved,  spinach  green,  K'ang  Hsi    ..        ..        ..        ••        ••  139 

Buddhist  genius  with  wings  for  arms,  of  Graeco-Indian  origin,  greyish-white 

nephrite  with  brown  markings,  Chinese,  Six  Dynasties  or  later     . .  67 
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Jade — continued 

Chimera,  Standing  in  arrested  motion,  pale  greyish-tan  nephrite  with  brown 

and  black  markings,  Chinese,  Six  Dynasties 
Cube  and  Cylinder,  symbol  of  Earth  (Tsung),  white  marble  with  traces  of 

cinnabar,  Chinese,  Shang 
Cup,  Cylindrical,  three  animal  feci,  dragon  twisted  around  the  handle,  pale 

greyish-green  nephrite  with  brown  veins,  Chinese,  Six  Dynasties  .  . 
Cup,  drinking,  Mogul,  XVI/XVII  century 

Cup  with  handles  in  form  of  a  feline  animal  nid  its  young,  pale  greyish-green 

nephrite  with  brown  veins,  Chinese,  Han 
Dagger-axe,  slightly  curved  and  fluted,  tan  nephrite  with  white  markings, 

Chinese,  Shang 

Disc  with  relief  and  open  work,  pale  greyish-green  nephrite  with  tan,  brown 

and  blackish  markings,  Chinese,  late  Eastern  Chou  or  Early  Han 
Feline  silhouette  and  birdman  in  profile,  pair,  translucent  oyster-white 

nephrite,  Chinese,  Middle  Chou 
Figure,  human,  standing,  of  indistinct  sex,  in  archaic  Chinese  robe  and 

unusual  high  headgear,  pale  greyish-green  nephrite,  Chinese,  Shang 
Head  of  sheep,  carved  in  the  round,  mottled  pale-green  and  tan  nephrite, 

Chinese,  prehistoric 
Horse-head  in  the  full  round,  fragment,  pale  greyish-green  nephrite  with 

reddish  and  black  markings,  Chinese,  Han 
Lion,  winged,  in  the  round,  pale  greyish-green  nephrite,  Chinese,  late 

Eastern  Chou 

Motif,  crested-bird,  brownish-green  nephrite,  traces  of  vermilion,  Chinese, 
Shang 

Pendant,  arched,  showing  animal  group  in  composite  open  work,  yellowish- 
white  nephrite  streaked  with  brown,  Chinese,  Middle  Chou 

Pendant  combining  a  parrot  with  an  anthropomorphic  head,  pale  green 
nephrite  of  even  colour,  Chinese,  early  Western  Chou 

Pendant  representing  a  standing  anthropomorphic  or  gibbon-like  figure, 
whitish-green  nephrite,  Chinese,  prehistoric 

Pendant  with  bird's  head,  a  tiger  on  other  end,  yellowish-brown  nephrite, 
Chinese,  late  Eastern  Chou 

Toad  in  relief,  pendant  amulet,  pale  green  nephrite,  Chinese,  early  Western 
Chou 

Toad,  winged,  carved  in  full  round,  kneeling,  hand-like  paws  locked  as  if  in 
prayer,  pale  green  nephrite  with  brown  and  black  markings,  Chinese, 
Six  Dynasties  ?  .... 

Water-buffalo,  reclining,  full  round,  massive  pale  green  nephrite  with  tan 
markings,  Chinese,  Han 

Jewellery 

Brooch,  emeralds  and  diamonds,  Russian,  XVIII  century 
Diamond,  circular-cut,  set  solitaire  as  a  ring   . . 
Necklace,  emerald  and  diamond 
Necklace,  ruby  and  diamond 
Pendant,  gold,  English,  late  XIII  century,  2  views 
Rings,  thumb,  archers',  9,  Chinese,  Ch'ien-lung 

Metalwork 

Cup,  libation  (Chio),  bronze,  Chinese,  Shang- Yin  Dynasty  (1766-1122  B.C.) 
Figure  of  bear,  gilt-bronze,  Chinese,  Han  Dynasty  (206  B.C.-A.D.  220) 
Figure  of  monster,  gilt-bronze,  Chinese,  T'ang  Dynasty  (A.D.  618-906)  .  . 
Food-vessel  (Kuei),  bronze,  inscription  in  interior  reads  'Ancestor  (probably 

grandfather)  Yi',  Chinese 
Lamp  in  form  of  seated  ram,  bronze,  found  at  Ch'ang-sha,  Hunan  Province. 

Han  Dynasty  (206  B.C.-A.D.  220) 
Sleeve-weight,  gilt  bronze,  Chinese,  Han  Dynasty 
Tripod,  gilt-bronze,  Chinese,  Han  Dynasty 
Urn,  bronze,  South  Etruscan,  III  century  B.C. 

Wine-vessel,  Hn-shaped,  in  form  of  a  vase  and  cover,  bronze,  Chinese, 
Shang-Yin  Dynasty  (B.C.  1766-1122)  .. 

Miniatures 

Portrait  of  Frances  Manners,  Countess  of  Exeter,  by  Samuel  Cooper 
Portrait  of  John,  Duke  of  Lauderdale,  by  Samuel  Cooper   . . 
Portrait  of  a  Lady,  called  Elizabeth  Claypole,  by  Samuel  Cooper 
Portrait  of  Lord  Clifford  of  Chudleigh,  by  Samuel  Cooper.  . 
Portrait  of  a  Man,  called  William  Lcnthall,  by  Samuel  Cooper 
Portrait  of  Master  George  Charles  Meyer,  by  Jeremiah  Meyer 
Portrait  of  Richard  Wiseman,  by  Samuel  Cooper 
Portrait  of  Sir  Justinian  Isham,  by  Samuel  Cooper 

Paintings  and  Drawings 

Abingdon  Street,  Nos.  6-7,  London,  by  Issac  Ware,  drawing 
Abraham,  Ishmael  and  Hagar,  by  J.  G.  Cuyp  and  H.  Moinmcrs 
Adoration  of  the  Child,  The,  by  Botticelli 
Adoration  of  the  Shepherds,  The,  by  Laurent  de  la  Hyre 
Allegory  of  Abundance,  by  G.  B.  Ticpolo,  grisaille  . . 
Allegory  of  Astronomy,  by  G.  B.  Tiepolo,  grisaille  . . 
Allegory  of  History,  by  G.  13.  Tiepolo,  grisaille 
Allegory  of  Merit  Crowned,  by  G.  B.  Tiepolo,  grisaille 
Allegory  of  Music,  by  G.  B.  Ticpolo,  grisaille 
Allegory  of  Painting,  by  G.  B.  Tiepolo,  grisaille 
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Allegory  of  Poetry,  by  G.  B.  Tiepolo,  grisaille   

Allegory  of  Sculpture,  by  G.  B.  Tiepolo,  grisaille  

Amida  Buddha's  paradise,  Japanese  silk  scroll  painting,  XIII  century 
Amour  de  l'Or,  L',  by  Honore  Fragonard,  drawing 
Amour  et  Psyche,  L\  by  Jacques-Louis  David 
Annunciation,  The,  by  Andrew  Rublev,  icon 
Ditto — detail  of  Archangel  Gabriel's  head 
Apostle  Paul,  The,  by  Andrew  Rublev,  icon 
Apotheosis  of  Hercules,  The,  by  A.  D.  Gabbiani,  pen  and  ink 
Arche  de  Noe,  L',  by  Marc  Chagall,  gouache  (colour  plate) 
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Brazilian  Monkeys,  by  Edwin  Landseer 
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Bonomi,  drawing 
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Dieppe  from  the  West,  by  T.  S.  Boys,  watercolour 
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Duas  Primas,  As  ('The  Two  Cousins'),  attributed  to  Honore  Fragonard   . . 
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Dublin  View,  by  William  Sadler 
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Ditto,  black  and  white 
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plate) 
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Ditto — detail 
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Ditto — details,  2  . . 
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Head  of  a  Woman,  by  Hans  Schaufclein   

Heureux  Menage,  L',  by  Honore  Fragonard 
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Ditto — side  view 
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Figure  of  boar,  standing,  green  glaze  pottery,  Chinese,  Han  Dynasty 
Figure  of  Britannia,  silver  lustre,  with  impressed  maker's  mark,  by  Wood 

and  Caldwell,  Burslcm,  Staffordshire,  c.  181 8.  . 
Figure  of  a  Buddha,  porcelain,  covered  in  thick  creamy  white  glaze, 

Chinese,  XVII  century,  Fukien  ware    . .        . . 
Figure  of  Bulgarian  maiden,  by  J.  J.  Kaendler  and  P.  Reinicke,  Meissen, 

c  1749   

Figure  of  caballcro,  Malaga,  clay         . .        . .  „  . . 

Figure  of  cockerel,  by  J.  J.  Kaendler,  Meissen. . 
Figure  of  contrabandista,  Malaga,  clay 

Figure  of  court  official,  Chinese,  ascribed  to  the  Wei  Dynasty  (A.D.  386-589) 
Figure  of  deer,  covered  with  yellow,  grey  and  white  splashed  glazes, 

decorated  in  famille  verte  enamels,  Chinese,  Ch'ien  Lung 
Figure  of  drummer  'Provencal',  by  J.  J.  Kaendler  and  P.  Reinicke,  Meissen, 

c.  1746-47  •  ■       •  •       •  •       •  ■   

Figure  of  Elector  masquerading  as  a  silver  miner,  by  J.  J.  Kaendler,  Meissen, 

c.  1749    •  •   

Figure  of  gardener,  by  J.  F.  Ebcrlein,  Meissen,  c.  1746 
Figure  of  gardener's  wife,  by  J.  F.  Eberlcin,  Meissen,  1746 
Figure  of  hawk,  one  of  pair,  c.  1775 
Figure  of  majo,  Malaga,  clay 
Figure  of  majo,  Malaga,  clay 

Figure  of  mandoline  player,  by  P.  Reinicke,  Meissen,  1747 

Figure  of  map-seller,  by  P.  Reinicke,  Meissen,  c.  1746-47 

Figure  of  mendigo,  Malaga,  clay 

Figure  of  militar,  Malaga,  clay 

Figure  of  Pandur,  by  J.  F.  Eberlein,  Meissen,  1743 

Figure  of  peasant,  by  J.  J.  Kaendler     ..        ..        ..        ..        ..  138, 

Figuic  of  potter,  from  set  of  craftsmen,  by  J.  J.  Kaendler,  Meissen,  c.  1750 
Figure  of  recumbent  horse,  covered  in  yellow  glaze,  Chinese,  K'ang  Hsi  . . 
Figure  of  Savoyard  peasant,  by  J.  J.  Kaendler,  Meissen,  1744 
Figure  of  seated  beggar  lighting  his  pipe,  by  ).  J.  Kaendler,  Meissen,  1736 
Figure  of  seated  peasant  drinking,  by  J.  J.  Kaendler,  Meissen,  1744 
Figure  of  stork,  one  of  pair,  c.  1775 

Figure  of  tailor's  wife,  from  set  of  craftsmen,  by  J.  J.  Kaendler,  Meissen,  c. 

1750   

Figure  of  Tartar,  by  J.  J.  Kaendler  and  P.  Reinicke,  Meissen,  c.  1749 
Figures  of  birdsellcr  and  his  wife,  2,  the  man  by  J.  J.  Kaendler,  1742,  the 

woman  by  P.  Reinicke,  1744,  Meissen 
Figures  of  cranes,  famille  rose,  pair,  early  Ch'ien  Lung 

Figures  of  dancing  girls,  pair,  unglazed  pottery  with  traces  of  red  and  black 

pigmentation,  Chinese,  T'ang  Dynasty  (A.D.  618-906) 
Figures  of  hidalgos,  2,  Malaga,  clay 
Ditto — detail  of  hidalgo  . . 

Figures  of  sower  and  a  woman  with  a  hen,  2,  by  J.  J.  Kaendler,  Meissen,  1 744 

Figures  of  toreros,  2,  Malaga,  clay 

Flask,  blue  and  white,  Chinese,  early  Ming 

Flowerpot,  hexagonal,  stoneware,  Chinese,  Ming  Dynasty  (A.D.  1 368-1644), 

second  half  XV  century 
Group,  chinoiscric,  Chelsea,  red  anchor  mark 
Group  of  Empress  Elizabeth  of  Russia,  by  J.  J.  Kaendler 
Group  of  picador  and  toro,  Malaga,  clay 
Group  of  rabbit  catchers,  Capodimontc 
Group  of  Tyrolese  dancers,  by  J.  F.  Ebcrlein,  Meissen,  1735 
Group  of  Tyrolese  dancers,  Chelsea  version  of  J.  F.  Ebcrlcin's,  c.  1755 
Jar,  domed  cover,  olive  green  glaze,  Chinese,  early  Six  Dynasties:  Yiich  ware 

(probably  from  the  Chiu-yen  kilns) 
Jar,  porcelain,  covered  with  Celadon  glaze,  Chinese,  Sung  Dynasty  (A.D. 

960-1279) 

Jug,  commemorative,  copper  lustre,  Staffordshire,  c.  1825-30 
Jug,  English  dclftwarc,  made  at  Southwark 
Jug,  faience,  Hamburg,  1628 

Jug,  Puzzle-,  English  dclftwarc  with  Ming  decoration,  probably  c.  1628-30 
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Jug,  Samson  and  the  Lion,  English  delftware  

Ditto — side  view 

Jug,  silver-mounted,  English  delftware 

Jug,  tall,  English  delftware  (Fitzwilliam  Museum)  

Jug,  tall,  English  delftware  (Frankfurt-am-Main  Museum)  

Jug,  tall,  English  delftware  (Museum  fur  Kunst  und  Gewerbe,  Hamburg) 

Jug,  tall,  English  delftware  (Sotheby  &  Co.)  

Jug,  tall,  English  delftware  (Victoria  &  Albert  Museum) 
Jug,  tall,  with  Chinese  Figures,  English  delftware 
Jug,  tall,  with  geese,  English  delftware. . 

Lamp,  pottery  model,  in  form  of  duck,  covered  with  green  glaze  with 
brilliant  iridescence,  Chinese,  T'ang  Dynasty  (A.D.  618-906) 

Plaque,  the  'Marriage  of  Cupid  and  Psyche',  Wedgwood,  from  dining  room 
chimneypiece  at  Bowden  Park,  Wiltshire 

Plate,  birthday,  famille  verte,  on  back  six-character  mark  of  K'ang  Hsi, 
Chinese,  K'ang  Hsi  period  (A.D.  1662-1722) 

Plate,  one  of  pair,  by  J.  J.  Kaendler,  Meissen,  from  'Swan  Service' 

Plate,  Solomon  and  the  Queen  of  Sheba,  English  delftware. . 

Posset-pot,  English  delftware  from  workshop  of  Christian  Wilhelm 

Saucer  dish,  porcellanous,  covered  with  thick  'ko'  type  double  crackle  grey- 
glaze,  Chinese,  Sung  Dynasty  (A.D.  960-1279):  Kuan  Yao 

Scene  from  Shakespeare's  Romeo  and  Juliet  on  one  of  the  dishes  of  a 
Chamberlain  Worcester  dessert  service,  c.  1811-16,  originally 
commissioned  by  the  Prince  Regent  < . . 

Sconce  in  form  of  an  eagle,  faience,  made  at  the  Potsdam  factory  between 
1698  and  1701 

Statuette  of  Louis  XV,  white  enamelled  'biscuit',  Vincenncs 
Stemcup,  blue  and  white  (birds),  Chinese,  Ch'eng-hua 
Stemcup,  blue  and  white  (dragon),  Chinese,  Ch'eng-hua 
Stemcup,  red,  Chinese,  Early  Ming 
Tile,  Dutch,  second  quarter  XVII  century 
Tiles,  Dutch,  4,  second  quarter  XVII  century 
Vase  and  cover,  of  bronze  form,  Chinese,  late  Chou 
Vase,  blue  and  white,  Chinese,  Ch'ien-lung 

Vase,  excavated  at  Anyang,  Honan  Province,  Chou  Dynasty  (1 122-249  B.C.) 
Vase,  lavender  ground,  inscribed  with  a  poem  by  'Chueh-t'ao'  (T'ang  Ying), 

Chinese,  c.  1 736-1 753  (colour  plate) 
Vase,  one  of  pair,  figure  panels  by  Thomas  Allen,  Sevres  style  Minton 
Vase,  one  of  pair,  panels  by  J.  Rushton,  'Royal  Worcester' 
Vase,  tulip,  blue  monochrome 
Vase  with  Chinese  Figures,  English  delftware 
Vases  and  covers,  pair,  turquoise,  ormolu  mounted,  Ch'ing 
Verriere,  oval,  Sevres 

Watch  tower,  green  glaze,  Chinese,  Han  Dynasty 
Wine  coolers,  2,  part  of  a   Chamberlain   Worcester  dessert 
c.  1 811-16,  originally  commissioned  by  the  Prince  Regent  . 


service, 


Relic 

Table,  centre,  silver,  embossing  on  top  centres  in  the  royal  crown  and 
cypher  of  Charles  II,  given  to  the  King  by  the  citizens  of  London  in 
1 670 


Sculpture  and  Carving 

Angel,  An,  by  Jean  del  Cour,  terracotta  bozzetto 
Athlete,  The,  by  Adriaen  de  Vries,  bronze 
Bas-relief,  by  Dora  Gordinc,  bronze  (colour  plate) 
Bookmaker,  Le,  by  Medardo  Rosso 
Bust  of  Albert  Einstein,  by  Jacob  Epstein,  bronze 
Bust  of  George  I,  by  Rysbrack,  terracotta 

Bust  of  King  Charles  II,  by  Honore  Pelle,  marble  (colour  plate) 
Capital  in  the  Collegiate  Church,  Santillanc  del  Mar,  Romanesque 
Choir  screen,  part  of,  Wcstphalian,  XIV  century 
Crozier,  ivory 

Face  of  a  Buddha  image,  Siamese,  Chicn  Sen  style,  XIII-XIV  century, 
bronze 

Faun  and  Nymph,  by  Claude  Michel,  called  Clodion,  terracotta  relief 
Figure  of  bull,  XVII  century,  bronze 
Figure  of  female,  Hawaiian,  bone 

Figure,  seated,  of  a  Lohan,  Chinese,  Sung  Dynasty,  stucco 

God  the  Father  enthroned,  with  Christ  Crucified  and  Angels,  Nottingham, 

c.  1400,  alabaster  relief 
Head  of  Apollo,  by  Antoinc  Bourdclle 
Head  of  Benjamin  Britten,  by  Gcorg  Ehrlich,  bronze 

Head  of  Constantia,  half-sister  of  Constantinc  the  Great,  Gracco-Roman 

(313-314  A.D.),  marble  

Head  of  a  Divinity,  Siamese,  Dvaravati  style,  VI-XI  century,  stucco 
Head  of  Gudca,  Nco-Sumerian,  c.  2100  B.C. 

Head  of  Socrates,  Gracco-Roman  version  of  Lysippos,  II  century  A.D., 
marble      . .       . .  .  ■       •  •       •  •       •  •       •  •■ 

Hercules,  by  Adriaen  dc  Vries,  gilt-bronze 
History  of  St.  Hubert,  Rhenish,  late  XV  century,  carved  oak 
Kneeling  Angel,  attributed  to  Vcit  Stoss.  lime-wood 
Leaf  Figure,  by  Henry  Moore,  bronze 
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Sculpture  and  Carving — continued  page 

Low  Relief  for  the  Proscenium  at  the  Theatre  of  Marseilles,  by  Antoine 

Bourdelle  . .       . .       . .       . .       . .       . .       . .       . .       . .  32 

Lunette,  with  figure  of  the  Archangel  Michael,  by  Andrea  della  Robbia, 

glazed  terracotta  . .        . .        . .        . .        . .        . .        . .        . .  60 

Luxure,  La,  by  Paul  Gauguin    . .       . .       . .       . .       . .       . .       . .  34 

Madonna,  Strasbourg,  c.  1460,  carved  wood  . .                 . .        . .        . .  210 

Madonna  and  Child,  French,  XIV  century,  ivory     . .        . .        . .        . .  72 

Niniche,  by  Max  Ernst,  bronze           . .        . .        . .        . .        . .        . .  212 

Pieta,  Flemish,  early  XVI  century,  carved  wood,  polychrome       . .        . .  123 

St.  Apollonia  kneeling  before  the  Virgin  and  Child,  probably  by  Adam  van 

Vianen,  silver  relief       . .       . .       . .        ....        . .       . .  123 

St.  Luke,  by  Jean  del  Court,  terracotta  bozzetto        . .       . .       . .       . .  122 

Snipe,  carving  of,  attributed  to  Grinling  Gibbons,  limewood        . .        . .  15 

Statue  of  Louis  XIV,  by  Francois  Girardon,  wax  maquette  for      ..        ..  310 

Statuettes  representing  the  Four  Continents,  4,  probably  South  German  or 

Austrian,  terracotta  (colour  plate)        . .        . .        . .        . .  198 

Stele  of  the  Buddha  Maitreye,  Chinese,  Northern  Wei,  A.D.  500,  limestone  224 

Tomb  slab,  carved,  Chinese,  Han  Dynasty     .  .        . .        . .        . .        . .  306 

Virgin  and  Child,  called  La  Vierge  de  Dow  Rupert,  carved  of  Liegeois  'gres 

houiller',  Mosan,  mid-XII  century       . .        . .        . .        . .  123 

Virgin  and  Child,  probably  Mosan,  early  XII  century,  carved  wood       . .  122 

Silver  and  Gold  Plate 

Andiron,  one  of  pair,  no  marks,  bearing  an  applied  CR  monogram,  c.  1670  8 

Andirons  and  creepers,  pair,  c.  1680,  from  Knole     .  .        . .        . .  180 

Andirons  and  creepers,  pair,  iron  with  roundels  of  silver,  c.  1650,  from  Knole  1 80 
Andirons  and  creepers,  pair,  showing  'two  winking  cupids  of  silver',  c.  1670, 

from  Knole         . .        . .        . .        . .                 . .        . .  1 80 

Bowl,  one  of  pair,  with  arms  of  Richard,  5  th  Earl  of  Dorset  engraved  on 

base,  by  TI  between  scallops,  c.  1660  .  .        . .        . .        . .        . .  89 

Box,  gold,  with  rocaille  cartouches      . .        . .        . .        .  .        . .        . .  59 

Box,  quadrangular,  Louis  XIV,  by  Nicolas  Besnier,  Paris,  1714     . .        . .  298 

Caddinet,  silver-gilt,  maker's  mark  WE  between  two  mullets,  London 

hall-mark  for  1683         . .        . .        . .        . .        . .        . .        . .  9 

Centre-piece,  by  John  Edwards,  1736  ..        ..                 ..        ..        ..  256 

Chalice,  known  as  the  'Elizabeth  Forth  Chalice',  maker's  mark  EG,  Irish, 

the  inscription  dates  it  to  1633  . .        . .        . .        . .  95 

Chalice,  silver-gilt,  made  by  OS  in  1684,  from  Knole        . .  184 

Chalice,  travelling,  maker's  mark  EG,  Irish    .  .        . .        . .        . .  95 

Chandelier,  eight-light,  one  of  pair,  unmarked,  but  possibly  c.  1680,  from 

Knole    183 

Coffee  pot,  by  D.  G.  Mariani,  Rome,  1753-56                  ..        ..        ..  300 

Creepers  and  andirons,  pair,  c.  1680,  from  Knole               . .        . .  180 

Creepers  and  andirons,  pair,  iron  with  roundels  of  silver,  c.  1650,  from  Knole  1 80 
Creepers  and  andirons,  pair,  showing  'two  winking  cupids  of  silver',  c.  1670, 

from  Knole         ..       ..        ..                         ..        ..       ..  180 

Cup  and  cover,  maker's  mark  TK  above  a  rosette,  London  hall-mark  for 

1672          . .        . .        . .        . .        . .        . .        . .        . .        . .  11 

Cup  and  cover,  sexfoil,  Commonwealth        .  .        . .        . .        . .  216 

Cup  and  cover,  two-handled,  silver-gilt,  made  by  OS,  1684,  from  Knole  181 

Cup,  covered,  two-handled,  early  American,  by  Myer  Myers,  New  York  216 
Cup,  standing,  silver-gilt,  maker's  mark  FL  above  a  bird,  London  hall-mark 

for  1665     . .        . .        . .        . .        . .        . .        . .        . .        . .  11 

Cup,  standing,  silver-gilt,  one  of  pair,  maker's  mark  IH  above  a  fleur-de-lis, 

London  hall-mark  for  1681       . .                 . .        . .        . .        . .  11 

Dish,  four-handled,  on  four  ball  feet,  with  Sackville  arms  and  motto  in 

centre,  1660-1      . .       . .       . .       . .        . .       . .       . .       . .  89 

Ewer  and  basin,  silver-gilt,  by  Nicolas  de  Launay,  Paris,  1704       . .        . .  60 

Ewer,  Charles  II,  maker's  mark  S  crowned  ..        ..  ..216 

Ewer,  helmet-shaped,  George  II,  by  David  Willaume,  Jnr.,  1744   .  .        .  .  139 

Ewer,  silver-gilt,  harp-shaped  handle,  maker's  mark  TI  with  two  escallops, 

possibly  for  Thomas  Issod,  1694-5,  from  Knole        . .        . .  184 
Flagon,  RS  over  a  heart,  1638-9,  inscribed  F.  Cranfeild,  Countis  o/Dorsett,  her 

guift  to  ye  Church  of  7  Oaks       . .        . .        . .        . .        . .        . .  84 

Flagons,  silver-gilt,  pair,  maker's  mark  WH  above  a  crescent,  London 

hall-mark  for  1683         . .        . .        . .        . .        . .  10 

Mace,  the  Great,  of  the  City  of  Galway,  made  by  John  Cuthbert  of  Dublin  in 

1709    95 

Ditto — detail       . .    '   95 

Mace,  silver-gilt,  no  marks,  dated  1660          . .        . .        . .        . .        . .  8 

Mace,  silver-gilt,  signed  'Made  by  Tobias  Coleman  of  London  Gouldsinith'  8 

Miniature  silver,  Dutch  and  English,  XVIII  century  . .        . .        .  .  300 

Mirror,  octagonal,  one  of  pair,  French,  by  Pierre  Dointre,  c.  1708. .        . .  89 

Mirror,  triangular  pediment  embossed  with  acanthus  leaves,  etc.,  unmarked, 

c.  1680   87 

Reliquary  box,  maker's  mark  EG,  Irish,  uncertainly  dated  to  c.  1700,  2  views  94 

Salver,  octagonal,  one  of  pair,  maker's  mark  TB  between  6  pellets,  c.  1680  11 

Salvers,  standing,  silver-gilt,  pair,  by  Peter  Harache,  1688-9,  from  Knole  .  .  184 

Sconce,  armorial,  one  of  set  of  12,  by  S.T.  or  T.S.,  1685,  from  Knole  .  .  182 
Sconce,  central  monogram  and  coronet  of  the  Dorsets,  one  of  set  of  6, 

unmarked,  but  of  Charles  II  period,  from  Knole      .  .        . .  182 
Sconce,  central  panel  depicting  a  man  armed  with  a  large  club,  one  of  pair, 

unmarked,  but  c.  1675,  from  Knole     . .        . .        . .        . .        .  .  182 

Sconce,  one  of  pair,  maker's  mark  IN  in  a  heart,  dated  1668  8 

Shovel  and  tongs,  pair,  silver-mounted,  from  Knole           . .        . .        . .  180 

Stands,  or  gueridons,  pair,  dated  1676  .  .        . .        . .        . .        . .        . .  86 


Silver  and  Gold  Plate — continued  page 

Sugar-box,  early  American,  by  John  Coney,  Boston,  c.  1700  .  .  140,  216 
Sword,  the  Galway,  two  makers'  marks,  EG  and  EF,  appear  on  the  quillons, 

the  sheath  is  dated  1660,  the  sword  is  considered  to  be  of  considerably 

earlier  date          . .       . .       . .       . .       . .       . .       . .       . .  95 

Table,  by  TL  with  a  scallop  between  two  pellets  below,  1 680-1     . .        . .  86 

Tankard,  by  John  Coney,  Boston,  XVII  century               . .        . .        . .  71 

Tazza,  by  Georg  Lang  of  Augsburg,  1627      ..        ..        ..        ..  ..174 

Tea  set,  by  Paul  Revere,  1797      ....        ..       ..       ..       ..  ..150 

Teapot,  octagonal  pear-shaped,  George  I,  by  Simon  Pantin,  1714  . .        .  .  60 

Toilet  service,  wrought  gilded  silver,  early  George  III,  by  Louis  Heme  and 

Francis  Butly,  1761         . .        . .        . .        ....        . .        . .  298 

Toilet-set,  1673-4,  irom  Knole  .  .        ••        ••        ••        ••  178 

Tongs  and  shovel,  pair,  silver-mounted,  from  Knole          ..        ..        ..  180 

Vases,  covered,  of  Charles  II  period,  3,  unmarked  but  c.  1675       . .        . .  90 

Vases  of  silver  flowers,  5  from  set  of  8,  made  in  Naples  in  the  XVII  century, 

perhaps  for  a  private  chapel  altar         .  .        .  .        . .        . .        . .  90 

Wine-cistern,  silver-gilt,  maker's  mark  IC,  c.  1670   ..        ..        ..        ..  10 

Wine-cooler,  silver-gilt,  maker's  mark  IC,  c.  1670             ..        ..        ..  10 

Textiles:  Carpets 

Cairo,  XVI  century       . .       . .       . .       . .       . .       . .       . .       . .  57 

Persian,  vase  carpet,  mid  XVI  century           . .        . .        . .        . .        . .  58 

Savonnerie,  green  ground,  Empire  period               .  ^       . .        . .  281 

Textiles :  Miscellaneous 

Upholstery  fragment,  brocaded  satin,  in  chinoiserie  style  of  Jean  Pillement, 

French,  XVIII  century    . .        . .        . .        . .        . .        . .        . .  309 

Textiles:  Needlework 
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